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ADVERTISEMENT. 


Thb Grammar of Vocal Music is, in its plan and general 
details, the same work as the Manual of Wilheh's Method of 
Teaching Singing ; but the words of the Songs are for the most 
part different, and more particularly fitted for the use of Adult 
Classes: considerable additions, also, have been made both to the 
theoretical and practical portions. 
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DIRECTIONS FOR THE TEACHER. 


In the Vocal Grammar (as in the Manual) three kinds of type are used. 

The numbered paragraphs in large type contain the substance of the informa- 
tion to be communicated in each lesson. 

The lettered paragraphs in smaller type contain supplementary matter in 
illustration of that in the large type^ and directions to the Class. 

The paragraphs in Italics consist entirely of directions to the Teacher. 

These paragraphs in Italics are^ it is hoped^ sufficiently copious and precise 
to leave no room for doubt or uncertainty in the mind of the Teacher as to the 
practical working of the Method ; the more so, as the directions are generally 
given at the moment when they are to be put in practice. In addition to 
these, some few hints applicable to nearly every lesson may be useful. 

Every piece of music in the Vocal Grammar should be read in time before 
being solfa-ed, and if there be words to it, should be solfa-ed before being sung. 
(See Par. hy Chap.V., and the directions preceding the Song on Seconds, 
Chap. XI.) 

Before solfa-ing each piece, the scale in which it is written should be formed, 
and then solfa-ed by the Class, with the manual signs of tone and semitone. (See 
Chap. I.) The notes of the common chord of the scale in question should also be 
named, touched on the fingers, and solfa-ed, first in succession, and then in 
combination. (See Chap. VII.) 

In the earlier lessons it is not necessary, nor perhaps is it desirable, to 
divide the voices; but not later than at the beginning of Part II., they should be 
divided,-^a Class of Women and Children into Sopranos and Contraltos, a Class 
of Men into Tenors and Basses. In both cases, the higher voices should be 
placed to the right hand of the Teacher (as he faces the Class), and the lower 
voices to the left. 

In cases where the notes of a piece of music rise above the compass of voice 
of many of the pupils, they should be instructed to cease singing during such 
passages (see Note to Chap. IX.) rather than force their voices. In the Exer- 
cises on Seconds, Thirds, and Fourths, the notes to be omitted are printed in 
smaller type. On no consideration should the Teacher change the pitch, (giving 
the sound Si as Do^ or Mi jJJ as Mi b,) without notice to the Classy as it is 
most desirable to cultivate the memory of sound, which can only be doite by 
adhering to a uniform pitch. 


viii DIRECTIONS FOR THE TEACHER. 

A portion of every lesson should be devoted to the exercise of the Class in 
naming sounds which the Teacher should vocalize on the vowel a (pronounced 
as in Italian). When the Pupils have discovered the sounds vocalized by the 
Teacher, they should themselves solfa them^ touching the notes on the fingers, 
and afterwards name the intervals between the notes: in this case the particular 
kind of each interval should be specified^ as major third, perfect fourth, &c., &c. 
A similar^ kind of exercise may be given on time; the Teacher reciting a bar or 
two, beating the time, and the pupils telling the lengths of the notes, — ^as, two 
crotchets and four quavers, six quavers and a crotchet, &c., &c. 

ExtemporaTieom exercises on intervals should be constantly touched on the 
hand by the Teacher y and sung by the Pupils; he should also occasionally dictate 
bars to be recited by the Pupils, beating time. (See Examination on Chap. XV.) 

A judicious introduction of such exercises, with frequent, short, unprepared 
examinations on the most important theoretical points, — ^the construction of 
scales, the order of sharps and fiats, &c., will at once add to the interest of the 
lessons, and tend to the solid advancement of the Class. 

For the instruction of Classes provided unth this Grammar^ a set of thirty 
Large Sheets, containing the figures^ in illustration of the theoretical lessons, has 
been expressly prepared. In addition, the Teacher will require only a wand, 
with which to point and beat time, and a tuning fork sounding the note Do (C). 
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A GRAMMAR OF VOCAL MUSIC. 


Chapter I. SCALES AND INTERVALS. 

Prepare Large Sheet No. I. 

1. Sounds so confused and harsh that the ear cannot follow them^ nor the 
voice imitate them, are nxnse. Sounds which the ear can follow, or the voice can 
imitate,, are muHc. 

2. Music that we can produce with our own voices is called vocal mime; 
music which has to be produced from instruments, is called instrumental mtmc. 

a. We are going to study vocal music. 

3. Words placed in such an order that they have a meaning^ form what, in 
language, is called ^passage or sentence. Sounds, also, when they succeed each 
other so that, on being sung or played on an instrument, they can be followed 
by the ear and distinguished from other sounds, form a mvsical passage. 

b. For example, this is a musical passage : 


The Teacher 
will sing 



S 


ti^ 


t 


± 


^ 


or the first few bars of any 
hwwn melody. 


4. Every musical passage is said to be ^^ in some particular scale,'^ 

5. A scale is a succession of eight or more different sounds which, beginning 
on any one sound, proceeds to, and is completed by, what is called the octave of 
that sound. 

6. Of scales there are two kinds, diatonic scales and chromatic scales. Dia- 
tonic scales being of much more common use than chromatic scales, we shall for 
the preseht consider theih only. 

7. Every diatonic scale can assume two modes or forms, the major mode and 
the minor mode. For the present we shall consider the major mode only. 

8. This figure [see^. l], which is something like 
a ladder, represents a diatonic scale in the major 
mode, or, as is commonly said, a major scale, 

e, I will sing this scale, the first sound of which is given by 
this tuning-Jm'k, 

The Teacher wiU sound Do on the tuning-fork, and sing, firmly 
and rather slowly, the major scale, to the numbers 1, 2, 3, 4, 6, 
6, 7, 8; — touching each line on singing its corresponding sound. 

9. The eight lines of this ladder represent the 
eight sounds of the passage just sung. The lowest 

line [ touch each line on naming it ] standing for the first 

sound, the next above for the second, &c. &c., and 

the highest for the eighth, or octave, alluded to in 

the definition of a scale. 

The Teacher unllread again Par. 5, and afterwards sing the scale up and down; pausing on the 

octave, to show how it concludes or completes the scale. 

Grammar.'] B 2 



4 SCALES AND INTERVALS. [Chap. 1. 

10. Every sound in ascending a scale, that is in singing from the first sound 
to the eighth, is higher or more acute than the one before it: every sound in 
descending (from the eighth to the first) is lower or more grave than the one 
before it. 

11. The difference in acuteness or gravity between two sounds, is called by 
musicians an iniervaL As the lines of this ladder represent the sounds of the 
scale, so do the distances between the lines represent intervals. 

Point to the hnes, and then to the distances between the lines of the ladder, 

12. The lines 3, 4, [touch eaeh line on naming u,] and the lines 7 9 B, are nearer 
together than any other two lines. On listening attentively to the scale when 
i^ung, you will hear that the sounds represented by those lines are also nearer 
together than any other two sounds; that is, they are less unlike, and melt more 
readily one into another. 

The Teacher wUl sing the scale again, blending 3—4 and 7 — 8 as much as possible. 

d* The drd and 4th sonnds [touch each line on naming its corresponding sound'] and 7th and 8th 
sounds of the major scale bemg nearer together than any two othera, the intervals between them 
are smaller than between any two others. Vice versd; the intervals between the 1st and 2nd, the 
2nd and Srd, 4th and Sth, 5th and 6th, and the 6th and 7th sounds are greater intervals than those 
between the 8rd and 4th or the 7th and 8th. 

13. The greater intervals in the diatonic scale are called tones, and the lesser, 
semitones or a//^tones. 

e. Be careful not to confound the word tone thus used, with the word tone applied to the 
quality of a voice or instrument ; as in saying '^ a trumpet produces a fine tone,'* The word tone, 
as used here, means — ^not a sound, but a particular kind of interval; that is, a difference between 
two sounds. There must be always one more sound than interval. Li the major scale there are 
eight sounds, but only seven intervals. (See fig. 1.) 

14. Of these tones there are, in the major scale, ^t;e,' and of the semitones. 

The Teacher wUl show this on the ladder, 

15. Every scale which includes five tones and two semitones is a diatonic 
scale; every diatonic scale wherein those tones and semitones follow in the order 
here shown is a major scale. 

16. In a major scale, there is between the 1st and 2nd sounds, a tone; [touch each 

line and distance on naming the sound or interval it represents i] between the 2nd and 3rd, a 

tone; between the 3rd and 4th, a semi-tone; between the 4th and 5th, a tone; 
between the 5th and 6th, a tone ; between the 6th and 7th, a tone ; and between 
the 7ih and 8th, another semi'fx)ne. 

17. There are, first, two tones in succession, and then a semitone; and then, 
three tones in succession followed by a semitone. 

/. That you may remember this order, repeat the numbere 1, 2, 3, 4, 6, 6, 7, 8, raising your 
right hands open on naming the second sound of each tone, and closed on naming the second sound 
of each semitone. 

The Teacher mil give an exampte, and explain that the hand will be closed on different lines 
ascending and descending [see figure^. The sign — — . signifies an open hand, the sign p> a 
closed hand, ^ 

g. Let us now sing the major scale, making these ma/nual signs of tone and semitone. 

The pupils will sing the scale, asceihding and descending, to the numbers 1, 2, 3, A, 5, 6, 1, 8, many 
times in succession^ always looking at the ladder; the Teacher touching each line as its corresponding 
sound is sung, 

fVoCA-L 


Chap. I.J 


SCALES AND INTERVALS. 


EXAMINATION ON CHAPTER L 


Q. What is the difference between noise and 
music ? — A. Noise is a confused harsh sound which 
we do not hear distinctly, and cannot imitate with 
our voices. Muuc is a clear, pleasing sound, which 
we do hear distinctly, and can imitate with our 
voices. 

Give an instance of noise* — ^The blows of a 
hammer. 

Give an instance of music — The ringing of 
church-bells. 

How many kinds of music are there ? — Two. 

What are they? — Vocal music and instrumental 
mu£dc. 

Explain the difference between them. — Vocal 
music is sung by our own voices ; but instrumental 
music is played on instruments— such as an organ, 
a trumpet, a violin. 

Are we going to study vocal or instrumental 
music ? — Vocal music 

Describe a musical passage. — A succession of 
sounds that we can understand, and distinguish from 
a succession of other sounds. 

What did we say about muacal passages ? — That 
every musical passage was in some particular scale. 

What do you mean by the word seeUe? — A suc- 
cession of sounds leading from any one sound to its 
octave. 

Of how many sounds must a scale consist ? — 
Eight. 

May it contain more ? — Yes. 

How many sorts of scales are there ? — Two. 

What are they called? — Diatonic scales and 
chromatic scales. 

Which are the more important of the two ? — 
Diatonic scales. 

In how many ways or modes can a diatonic scale 
be written ? — Two. 

What are they called? — The major mode and 
the minor mode. 

Which are we going to study? — The major mode. 

What sort of scale does this figure [poini to the 
ladder] represent ? — A major scale. 

What do these numbered lines represent ? — The 
sounds of that scale. 

Show me which is the third sound of the scale. — 
iTobedmte.] 


Show me the eighth. — [To be done.] 

Do you know any other name for the eighth ? — 
Yes, the octave. 

Of which sound of the scale is this {touch 8) the 
octave ? — Of the first. 

Are the sounds of a major scale all different 
sounds, or are the samf" sounds, in any case, repeated? 
— They are all different sounds. 

What do musicians call the distance between two 
different sounds? — An interval. 

Show me an interval on the figure. — [To he done,} 

Do you observe anything particular in the form 
of this figure ? — Some of the lines are nearer toge- 
ther than others. 

Which are they?— The drd and 4th, and 7th 
and 8th. 

What does this imply? — ^That the sounds for 
which those figures stand, are nearer together than 
any two other sounds. 

Is the interval between 3 and 4 a larger or a 
smaller interval than that between 1 and 2? — A 
smaller interval. 

Which is the larger interval — that between 5 and 
6, or that between 7 and 8 ? — That between 6 and 6. 

What do you call the larger intervals ? — Tones. 

What do you call the siniBller intervals ? — Semi- 
tones. 

Does the word tone as here used mean a sound ? 
—No. 

What does it mean ? — An interval 

What is an interval ? — The difference in acute- 
ness or gravity between two sounds. 

If a passage contain twelve sounds, how many 
intervals will it contain ? — Eleven. 

What is a diatonic scale ? — A scale containing 
five tones and two semitones. 

What is a major scale ? — A scale wherein those 
tones and semitones follow in the order of fig. 1. 

In a major scale what interval is there between 
the first and second sound ? — A tone. 

Between the third and fourth ?— A semitone. 

Between the fifth and sixth ? — A tone. 

Between the seventh and eighth ? — A semitone. 

Between the eighth and seventh ? — A semitone. 

[Similar questions, ad lib.] 


Chapter II. THE NAMES AND SHAPES OF NOTES. 


Prepare Large Sheet No. 2. 


1. Every musical sound is distinguished by some particular name. The 
name of the 1st sound of the major scale sung in the last lesson is Do, — of the 
2hd, Bey — of the 3rd, Mi, — of the 4th, Fa, — of the 5th, Sol^ — of the 6th, La, — 
of the 7th, SL All sounds bear the same names as their octaves; therefore the 
8th dound of the major scale, being the octave of the 1st, is called Do. 

a. In England the eight sounds of this scale have been usually called C, D, E, F, G, A, B, C ; 
and it may be useful, at some future time, to become familiar with these names. The syllables 
above (commonly used in France and Italy) have many advantages over the letters, and will 
therefore be used throughout this method. 
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THE NAMES AND SHAPES OF NOTES. 


[Chap. II. 


b. Repeat after me these syllables (fif?. I) : 

Do, Re, Mi, Fa, Sol, La, Si, Do. 
The pupiU having repeated ihese tyUablee correotly^ the Teacher vnll direct attention to fig. 2. 


fig. 2 


c. The eight lines more strongly marked than the others in 
this figure [^point to them] are at the same comparative distances 
apart as those in the ladder first shown. They represent (like 
fig. 1, Chap. I.) a major scale. The Do [touch each line on 
naming t/], which is the highest sound of this particular scale, 
may become the lowest (t. «., the 1st) sound of another scale. 
It has been shown that this 1st sound of the new scale [toueh 8] 
is the octave of the Ist sound of the original scale ; on the same 
principle the 2nd sound of the new scale will be the octave of 
the 2nd of the original scale ; and the 3rd of the new, the 
octave of the 8rd of the original scale ; and so on. Now, ** all 
sounds have the same names as their octaves" (see par. 1); 
therefore the 2nd sound of the new scale will be called Ee^ the 
drd Mif and so on. On the other hand, to name sounds below 
Doy the 1st sound of the original scale, we have but to consider 
it as the 8th of another new scale below ; in which case the 
next note below will be Siy the next La, and so on. Thus, 
by nsang the syllables Do, Be, Mi, Fa, Sol, La, and Si over and 
over again, we find names for as many sounds as we need. 

The pupils will read and sing the scale (from I to S) as in 
Chap. I., but calling the sounds bg their names — Do, Re, Mi, 
Fa, Sol, La, Si, Do, making alwags the mannal signs of tone 
and semitone. 

2. The sounds we have just siing^ and all other musical sounds^ are repre* 
sented by characters called notes; as words, by letters. 

3. Notes are shaped in various different ways, and placed on or between, 
above or below five parallel lines called a stave. 



fig. 3 


^ 


-& 


I 


? 


4. Of the five lines of the stave, the lowest is called the 1st; the next above, 
the 2nd; and so on. The stave is said also to contain four spaces, of which the 
lowest is the 1st, &c. 


fig. 4 


6 th- 
4 th- 
3 rd- 
2 nd- 

l8t- 


4 th 


3 th 


2nd 


1st 


5. The shape of a note determines its length; the place of a note determines 
its sound. All the notes on the stave above [fig. 3,] are of different lengths, on 
account of their different shapes, — the first, for example, being twice as long as 
the second ; and they have each a different sound, on account of their different 
places on the stave, — the first standing on the /Airrfline, and the second on the first. 

Direct attention to the different shapes and places of the notes in fig. 3. 

6. The various shapes in which notes are written are these: 

Breve. Semibreve. Minim. Crotchet. Quaver. . Semiquaver. Demisemiquaver. 

^,.. ^ ^ ^ — f— C 1- ft— 


t 


The pupils will read simultaneously the names above. 


^ 
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THE NAMES AND SHAPES OF NOTES. 


7. Besides these^ which are signs to measure sound, there are others to mea- 
sure sUencey called rest^; it being necessary to know not only how long we are 
to sinffy but sometimes how long we are to cease singmg. 

Breve 
Best 

fig. 6 ■ 


Sendbreve 
Best. 


Minim 
Best. 


Crotchet 
Best. 


Quaver Semiquaver Demisemiquaver 
Best. Best Best 


To be read Wee the names in fig. 5. 

8. We cease singing^ on meeting with a rest^ for as long a time as we sing on 

meeting with the note whose name it bears, [imtanee ike minim or eroteheu] 

d. Tlie notes and rests are eacdly distinguished one from another. \^Touch each on naming i/.] 
The breve is a ronnd open note beiioeen two short upright lines. 
The semibreve is a round open note. 
The minim is a round open note with a stem. 
The crotdket is a black note with a stem. 
The putver is a black note with a stem and a hook. 
The semiquofoer is a black note with a stem and two hooks. 
The demisemiquaver is a black note with a stem and three hooks. 
The breve rest is a short line cutting across the stave. 
The semibreve rest is a short thick stroke haxigixigjrom a line. 
The minim rest is a short thick stroke resting on a line. 
The crotchet rest is formed like a hatchet^ with the hook turned to the righi» 
The quaver rest is formed like a hatchet^ with the hook turned to the left. 
The semiquaver rest is formed like the quaver rest^ but with tufo hooks. 
The demisemiquaver rest is formed like a quaver rest^ with three hooks. 

9. The stems of notes may be turned up or down^ without in the least 
altering their length or sound; these notes 

are quite the z 
same as these Z 


fig. 7 


HZ 


^ 


r3 


m 


fig. 8 


It is usual, however, to turn doum the stems of notes placed above the third line 
of the stave, and to turn up the stems of those placed below it. 

e. As we shall not want aU these notes and rests for some time, we will now study only four. 

O Q 


fig. 9 


f—t 


Tofush first one and then another of these notes 
and restSf demanding their names, until the 
pupils are familiar with them. 


EXAMINATION ON CHAPTER 11. 


- Repeat the fseven syllables after which musical 
^und» are named. — Do, Re, Mi, Fa, Sol, La, Si. 

Are somids called thus everywhere ? — No, in 
England they are sometimes called, A, B, C, &c. 

Of what particular passage that you have sung, 
are these seven syllables the names ? — Of the first 
seven sounds of the major scale sung in the first 
lesson. 

How is the eighth sound of this scale called ? — 
lake the first, — Do. 

Why ? — All sounds have the same names as their 
octaves. 

How are musical sounds represented ? — By notes. 

On what are notes placed ? — On a stave. 

Of what does a stave consist ?— Of five parallel 
lines, and four spaces. 

Which is the first Ime ?— The lowest. 

And the first space?— The lowest. 


How is the length of a note known ?^By its shape. 
How is its sound known? — By its place on the stave. 
Repeat the four shapes of notes we are to use at 
present. — Semibreve, minim, crotchet, and quaver. 

What are the signs called with which we measure 
silence ? — Rests. 

What would you do on seeing a crotchet rest ? — 
Cease ringing as long as I should sing on meeting a 
crotchet. 

Describe a semibreve. — A round open note. 
Describe a crotchet* — A black note with a stem. 
The teacher should demand descriptions qf the 
semibreve, mtntm, crotchet, and quaver notes 
and rests, — They need not aU be given ver- 
bal^, but their shapes may be traced in the 
air by the finger. 
Should the stems of notes be turned up or down ? 
— They may be turned either way. 


Grammar.] 
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1. Voices are of two distinct kinds; the voices of women and children, and 
the voices of men. The former are said to be higher in pitch or more acute than 
the latter. The nmnber of diatonic somids (i. e. sounds of di£ferent names,) 
practicable by these two kinds of voice is about twenty-two. 

2. The notes which represent the sounds of the diatonic scale are placed on 
the lines and spaces of a stave alternately. That is, when Mi stands on the 
first Kncy Fa stands on the first space^ Sol on the second line, &c. 


fig. 2 


^ 


Mi, Fa, Sol. 


3. To represent all the (twenty-two) sounds of the human voice in this 
manner, would require a stave of eleven* lines; but a single voice cannot, in 
general, produce more than eleven or twelve sounds. The stave is, therefore, 
confined to five lines, and a character called SLcle/ is placed at the beginning to 
show what particular five lines are selected ^om the great stave of eleven lines for 
present use. 

4. A clef is a character which represents a particular sound. 

5. There are three clefs: 


fig. 3 The Sol clef 



the Do clef 


and the Fa clef Q: 


6. The Sol def (which, as the most used, we shall study first,) represents the 
fifth sound of the major scale sung in the first lesson. When only the five upper 
lines of this great stave are used, the Sol clef (also called the Treble clef,) stands 
on the second line [tee fig. land a], causing every note written upon that line 
{touch •/,] to be called Soly and all the other notes on the stave to be reckoned and 


named from it. 


fig. 4 



La, Si, &c. 


Should it he objected that the Sol ol^ stands on all /Ae lines, the Teacher wiU show that the second line 
passes through the curved part [middle'] qf the c^fy and is touched by it oftener than any other line. 


* Thu subject is develqied in a fature Chapter. 
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7. In the method we follow^ the four fingers and thumb of the right hand are 
made to represent the five lines of the treble stave. 

Direct ths attention of the class to fig. 1. Make eaoh pupil raise his right hand teith the palm turned 
towards Mmy the fingers a little separated from each other^ and the thumb as nearly parallel with 
them as possible; as in the drawing. 

a. With the first finger of the left hand touch, one after another, the fingers of the right, 
calling each finger after its corresponding line on the stave; heing carefdl to place the index 
Unger in the positions marked in the drawing ahove. \To be dime^ 

b. Now touch the spaces between the fingers; calling each after its corresponding space on 
the stave. 

The pupils will touch as directed; saying ist line, 2nd line, 1st space, 2nd space, j*o. ; the Teacher 
observing that they place the index finger in the centre of the fingers \and spaces between"] qf the 
right hand; the tips and roots being used, by and by, for the sharp and fiat notes. 

c. '* The Sol clef stands on the second line" of the Trehle stave (see par. 6), givihg the name 
of Sol to every note on that line. Touch the finger which stands for the second line, and say 
Sol. [^To be done."] 

d. From this Sol we may readily trace out the positions of all the other notes on the treble 
stave. Repeat, in order, the seven syllables after which notes are named. 

TMs being done, the Teacher should show how the notes in fig. 1, succeeding each other in regular 
order, occupy each line and sp€tce alternately. The pupils should then touch and name each note 
from Mi |^ls^ line] to Fa [5ih line], then the notCK on the lines alone, and afterwards those in the 
spaces. This having been done several times with the help nf the sheet (or bocik), it should be put 
aside, and the praotioe repeated without it. 

8. Besides the notes on and between the five lines of the stave, two more 
notes may be placed, one below the first, and another above the fifth line. Other 
notes, too, are allowed to stand on what are called ledger lines. It is not 
convenient, nor indeed ttsual^ in writing vocal music, to use more than two ledger 
lines, one above and one below the stave; though many more might be used, and 
are used in instrumental music, when required. 

The Teacher, having restored the sheet to its place, will point to the two notes Re and Sol below 

and above the stave, and, having shown their positions on the hand, will do the same with La 

(represented by a slight action ascending at right angles with the thumb). Do (by a reverse 

action, descending at right angles with the fourth finger), and Si (like Do, lut with the index 

finger bent). 

The positions ofedl the notes at present wanted being made out, the Teacher should touch and name 
each note, from lowest to highest, and from highest to lowest (the pupils imitating), and then exercise 
the class on the positions of all the notes. [See Examination.] 

e. Let us now touch on the hand and sol-& the major scale of Do, which was represented by 

the ladder in Chap. I. 

Tfie Teacher will touch on his hand and sol-fa 



T 


i 


many times in succesnon; the class irmtating. 

In giving instruction to a class in which there are Tenors or Basses, the three following paragraphs 
should be read. With a class of females or children they may be for the present omitted. 

9. What is called the compass of a voice depends on the number of diatonic 
sounds it can produce. 

10. The compass of each distinct class of voice is in extent the same; the 
voices of men consisting of sounds an octave lower than those of women and 
children. 

Grammak.J 
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THE PLACES OF NOTES. 


[Chap. IIL 


11. Every kind of Toice has a stave expressly adapted to it; but music for 
every kind of voice is at times written on the Treble stave. Properly speaking, 
it should be used only for voices of the first class, but it is allowed to be used 
for those of the second; the notes, when sung, stmnding an 
octave lower. This effect results from the different registers^ 
as they are called, of the two kinds of voice. A woman or a 
child on seeing fig. 5 will sing the note Do as it is written; but a 
man will sing it an octave lower; not on purpose, but because the 
whole compass of his voice is by nature an octave lower. 



EXAMINATION ON CHAPTER IIL 


Q. What are the two distinct kinds of voices ? — 
A, Those of women and children, and those of men. 
Which are the higher in pitch ? — The voices of 
women and children. 

What number of sounds can be produced by these 
two kinds of voice ? — Twenty-two. 

On what are notes placed ? — On a stave. 

How ? — On the lines and spaces alternately. 

Of how many lines must a stave consist, to con- 
tain the notes representing a// the twenty-two sounds 
of the human voice? — Eleven. 

Is vocal music ever written on a stave of eleven 
lines? — No. 

Why not? — Because no vcuce, in general, sings 
more than twelve sounds. 

To how many lines then is the stave confined ? 
—To five. 

How do we know what particular five lines we are 
using ? — By a character called a clef. 

Show me a clef. — [To be done.'X 

What M a clef ? — A character which stands for 
some particular sound. 

How many clefs are there?— -lliree. 

Where must a clef be placed ? — On a line at the 
beginning of a stave. 

What is <Aw def called [Unuh the great ekf\ ?— 
The Sol clet 

What else is it called ?— The Treble cleC 

On which line is the Sol def placed? — On the 
second line. 

What effect has the Sol def upon the notes which 
follow it? — It causes every note on the second line 
to be called Sol^ and all the other notes to be reck- 
oned and named firom it. 

In what order are the notes of the diatonic scale 
placed upon the stave? — On the lines and spaces 
alternately. 

So tha^ if Do stand on the third space, where 
will Re stand ? — On the fourth line. 

How do we r^resent the five lines of a stave 
preceded by the Sol clef? — By the four fingers and 
thumb of the right hand. 

With which finger of the left hand do we touch 
the right?— With the first. 

Touch, on the hand, the third line, — the first 
space, — &e fourth space,— 'the second line, — &c &c. 
— [To be done,} 

Touch the line on which the treble def stands. — 
ITobedone.'} 


What is the name of the note that stands upon 
it?— 5W. 

How do yon call the note on the third line ? — Si. 

On the third space, — first space, — fifth line, &c., 
&c. ?—Do, Fa, Fa, ^e. 

The Teacher teUl continue these questions till they 
are answered readilp, and then touch on his 
hand various notes, saying. 
What note is this?— and this?— and this? &c. &c. 
How is the note abone the fifth line called?— iSb^ 
How is the note below the first line called ? — Bte, 
Touch these two last-named notea — [To be done.} 
What is the next note above this Sol? — La, 
How is it represented on the hand? — [7b be done.} 
What IB the next note below this Re? — Do. 
Show it on the hand. — [To be done.} 
What is the note next below the lower Do ? — Si. 
How is it expressed on the hand? — [7b be done.] 

For what kind of voices is the Treble stave 
properly used? — For the voices of women and 
childr^ 
Is it ever used for other voices ? — Yes. 
When passages written on the Treble stave are 
sung by men, do they sound as when sung by 
women ? — No. 

How do they sound ? — An octave lower. 
Would a man sound them so on purpose ? — No. 
Why then would not the notes sound as they are 
written ? — Because the voices of men are naturally 
an octave lower than the voices of women. 

Does any particular note stand for (represent) 
any particidar sound ? — No. 

Does any particular clef stand for any partieolar 
sound ? — Yes, every clef stands for some sound. 

How, then, do we know that a note means this or 
that sound, and not some other ? — By the clef. 
Remember, then, that vrithout a clef written or 

understood, a note has no meaning whatever. 
What particular Sol does the Sol def stand for ? 
— The fifth note of the scale sung in the first les- 
son. 

The last question requires a different answer 

from a class of men, who wiU already have 

understood that they have never sung the 

scale qf Do 98 written, but an octave lower. 

The answer would be, — The octave above the 

fifth sound of the scale sung in the first lesson. 


[Vocal 


Chap. IV."| 


11 


Chapter IV. BEATING TIME. 


Prepare Large Sheet No. 4« 



1. To measure exactly the length of time notes take in singing, we make 
certain motions of the hand; this we call beating time, 

a. Make four motions with the right hand, at equal intervals 
of time, in the directions descrihed in this figure ; striking slightly 
the hollow of the left hand at the point marked 1st. 

The Teacher ufill point to fig. 1, and give an example^ which the 
class will imitate; saying, Down, Left, Right, Up. The left 
hand shottld be held open on a level with the waist, and the right 
hand should move swiftly /rom point to point, resting a momeiU 
on each. This shoiUd be continued witJiout interruption till done 
correctly, 2nd 

2. These motions are called beats, and they are dis- 
tinguished as the 1st, 2nd, 3rd, and 4th beats. 

h. Repeat the last exercise ; saying. First, Second, Third, Fourth. 

To be done many times successively, the beats being named smartly, 

3. We shall proceed now to make use of thesi 
beats to measure semibreves, minims, and crotchets. 

c. Make four beats several times without stopping, and on the 
first. hee^ of «ach four [thec^otm beat] say Semibreve; making the 
three other beats in silence. 

Exhibit fig. 2, and give an example. The word Semibreye 
should be pronounce smartly, 

4. Each semibreve has lasted dnnng four beats. 

d. Make four beats several times withouc stopping, and on 
the first and third of each say Minim ; making the two other 
beats in silence. 

Exhibit fig. 3, and give an example. The word Minim should, 
like Semibreve, be pronounced smartly 



« 2. 

Seimhreye. 


5. Each minim has lasted during two beats. 



Minim. 


Minim. 


e. Make four beats several times without stopping, 
and on each beat say-— not Crotchet — ^but Crotch, 

Exhibit fig. 4, and give an example, 

6. Each crotchet has lasted during one J 
beat. ^"**^^ 


J 



Crotch 


Crotch. 
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BEATING TIME. 


[Chap IV. 


7. These three last Exercises prove that 
(me Semibreve 


is equal to (takes as long to sing as) two Minims, 

or four Crotchets: 

and that one Minim is equal to two Crotchets. 


fig. 6 


j j 


J J 


This may be made sHU plainer by beating a aemibreve, two minimg, and four crotchets in immediate 
succession^ or^ by forming the doss into three divisions^ and making the first division beat semibreves, 
the second minimsy and the third erotehetSy simultaneously. 

The Teacher should (at this stage) spare no pains in getting his pupils to beat time steadily and well 
together; and no attempt should be made to read in time (see Chip, V.) until the Exercises above 
can be done with considerable precision* 


EXAMINATION ON CHAPTER IV. 


Q. How do we measure the length of time 
notes take in nnging? — A. By making certain 
motions with the hand. 

What are these motions called ? — Beats. 

How do we distingniBh one beat from another ? — 
As the 1st, 2nd, 3rd, 4th beats, &c 

With which hand are beats made? — With the 
right hand. 

Make four beats, saying, Down, Leifty Right, Up, 
—[To be done.'\ 

Make four beats, saying. First, Second, Third, 
Fowrih.—iTo be done,] 

How many beats do we make during a semi- 
breve ? — Four. 

Beat two semibreves, in immediate succession, as 
we did just now. — [To be done,] 

How many beats do we make during a minim ? 
—Two. 

Beat four minims in inunediate sucseadon. — [To 
be done.] 

How many beats do we make during a crotchet? 
— One. 


Beat eight crotchets in immediate succession. — 
[To be done,] 

How many minims could we sing in the same 
time as one semibreve r — Two. 

How many crotchets in the same time as one 
minim? — Two, 

How many crotchets in the same time as one 
semibreve ? — Four. 

What sort of note is half as long as a semibreve ? 
— A minim. 

What sort of note is a quarter the length of a 
semibreve? — ^A crotchet 

What sort of note is half as long as a minim ? — 
A crotchet. 

What sort of note ib twice as long as a crotchet? 
— A minim. 

What sort of note is twice as long as a minim ? — 
A semibreve. 

What sort of note is four times as long as a 
crotchet ? — A semibreve. 


^. 1 
(Large 
Sheet 4.) 


Chapter V. TIME. 

Prepare Large Sheet No. 4. 

1. All music is divided into certain small portions, called bars or measures. 



s 


XII 


m 


^^ 


^ 


-^ 


a. The term bar was originally applied to the short lines [totich some bars'] used to mark out 
these measures [touch some measttres]; but a bar is now commonly understood to mean the 
measure itself. 

2. All bars in the same movement are of the same length. 

b. The example above consists of four bars. The first bar contains a minim [touch each note on 
naming it"], during which we should make two beats, and two crotchets each equal to one beat. 
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The second bar contains a minim, equal to two beats, and a crotchet and a crotchet rest, each equal 
to one ; in all, four. The third bar contains four crotchets, each equal to one beat And the fourth 
bar contains two minims, each equal to two beats. 

3. In every bar of music there are one or more accents, or beats more 
strongly accented than others. 

c. In the example above, there is a s^ng (looent or stress on the first beat, and another not so 
strong on the third beat of each bar. 

The Tecicher wUl sal-fa fig« 1, making the aeeentfelt, 

4. Accent is as essential in music as in language, and affects as much the 
meanings of notes as the meanings of words. 

5. Though all bars in the same movement are of the same length, it must not 
be supposed that all movements are made up of the same sorts of bars. There 
are many different sorts of bars; different from one another not only in length, 
but in accent* 

6. The length and accent of each bar decide what is called the time of a 
movement. 

7- There are two principal kinds of time; common time, and triple time. A 
musical passage is said to be in common time, when an even number of beats can 
be made most conveniently to each bar; in triple time, when an odd number (in 
most cases three) can be made. 

d. Each succession of four beats, described in the last Chapter, constituted a bar of common 
time. Fig. 1, each bar of which requires four beats, is in common time ; the following is in. triple 
time: 



TJ 


The Teacher teiU sol-fa this passage (part of Grod save the Queen), beating time*. 

e. Each bar of this passage requires three beats, upon the first of which, only, there is an 
accent. 


8. A bar of common time may be 
compared, in some respects, to a square; 
and a bar of triple time to a triangle* 
We cannot think of the one but in con- 
nection witii four parts, nor of the other 
but in connection with three* 


J 


fig. 3 


J 


J 


J 



/. It is not necessary further to consider triple time now, having occasion to use music in 
common time only at present. 


9. At the beginning of every piece of music, certain signs are placed to show 
in what sort of time it is. The mark by which common time of four crotchets in 
a bar is known is a large (3* Other times are expressed by figures. 

Point to the signatures' qfBg. 1 and 2. 


• See Chap. XLII. « Triple Time." 
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g» The major scale of Do has, as yet, been represented only by a figure ; it is here shown tn 
Us proper characters on the stave. 




I 
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10. The short double lines at the end of the eighth bar are called double bars 
[»how them]. They show that some portion of a movement is ended. When 
placed at the end of a piece of music, it is usual to strengthen them, as above. 

h. All the Exercises in this work (this scale included) are to be practised in two ways ; they 
are to be read in ttmcy and eol-fa-ed, 

11. There are two methods of reading in time* The one consists in calling 
each note of a passage by its name of time (semibreve, minim, &c.): the other 
in caUing each note by its name of sound {Do, Re, &c.), in strict time, but without 
musical intonation. 

i. I will read the scale above in each way. 

The Teacher toiUfint read in time Exercise 1 ; ealling the notes by their namet qf time^ Semibreye, 
and then again, calling them bg their names cf efrnnd. Do, Be, j-o.; beating time. The diatinetion 
between the names of time and of sound should be well understwA, at once. 

12. Sol'/a-ing consists in calling each note of a passage by its name of sound 

{Do, Re, Sec.), and giving it its proper sound; in fact, singing it 

j. I will sol-& a few bars of the scale above. 

The Teacher will sol-fa a portion of Ex. 1 ; beating time, 

13. Observe; whether we read or sol-fa, the time must invariably be marked 
with the hand. 

h. Let us first read, and then ^ol-fiE^ the major scale of Do, It is a good practice to beat a bar 
before commencing an Exercise. 

The pupils win first read Ex. I, calling the notes Sanibreve; then again eaiUng them Do, Re, j-c./, 
and then sol-fa it, — always beating time. Before commencing the practice of each Exereisef they 
should beat a preliminary bar, saying, Down, Left, Right, Up. 


EXAMINATION ON CHAPTER V. 


What do yon call the small equal portions of notes 
into which music is divided ? — Bars or measures. 

Are all bars of the same length? — Yes, in the 
same moTement. 

Do you mean by this that eTeiy bar must contain 
the same number qf notes, or the same amount qf 
time, whatever be tike number of notes? — ^The same 
amount of time. 

Can you express this fact in any other way? — 
Every bar in the same movement requires the same 
number of beats. 

Do you remember anything particular respecting 
the different beats in each bar? — Yes; some beats 
are more strongly accented than others. 

Tell me where the accent is in this bar {the 
Teacher wUl sing a bar of fig. 6].— On the notes 
sung when the first and third beats are made. 

Is the accent on the third beat as strong as that 
on the first ? — Not quite. 

How is the time of a movement decided? — By 
the length and accent of each bar. 

How many principal kinds of time are there ? — 
Two. Common time and triple time. 

When is a passage said to be in common time ? — 
When an even numter of beats can be best made 
in a bar. 

And in triple time? — When an odd number, 
(three beats) can best be made. 

To what did we say that a bar of common time 
might be compared? — To a square. 


And a bar of triple time ?— To a triangle. 
How do we tell what time a piece of music is in ? 
— By certain marks at the head of the stave. 
What is the distinguishing mark of oommop time ? 

-A large (3. 

How are other sorts of time expressed? — By 
figures. 

What are these lines called {touch the double bar 
in Ex. l]?~Double bars. 

What are they used tar ? — To show that some 
portion of a movement is. ended. 

When strengthened thus [touch the double bars at 
the end of Ex. 1], what do they show?— That the 
whole movement is ended. 

What is this passage [pass the wand along Ex. 
1] ? — The major scale of Do. 

How are the exercises in this work to be prac- 
tised ? — They are to be read in time, and sol-fa-ed. 

How many ways of reading in time are there ? — 
Two. 

Read a few bars of the major scale of Z>o, calling 
the notes by their names of time. — [To be done,^] 

Now again, calling th^n by their names of sound. 
—[To be done.} 

Sol-fa the same bars. — [To be done,] 

Is there anything to be done before commencing 
an exercise ? — We should beat a preliminary bar, 
saying, Down, Left, Right, Up. 
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Chapter VI. READING IN TIME. DOTTED NOTES AND RESTS. 

Prepare hsurge Sheets Nos. 5 and 6. 

a. The following is an Exercise for the practice o^ reading in time. Each note is to be called 
by its name of time, — Semibreve, Minim, or Crotchet. 


The pupils ufUl read Exercise 1 stmultaneouslpf beatbig Hme firmly. 


Ex. 1 

(Large 
Sheet 5.) 
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b. Observe that each bar requires the same number of beats— four ;~and9 consequently, takes 
the same length of time to perform. 


Q . fig. 1 


1. A dot after a note prolongs it one half. 


e. For example, we make two beats while we sing a minim, but a dotted minim must be con- 
tinued while we make three. 


%2 


2. A dotted semibreve .... O 
lasts las long as three minims • • . cdI O ol 

3. A dotted minim .... ol 
lasts as long as three crotchets . . .J J 

4. In reading an Exercise in which the notes are to be called by their names 
of time, the word Dot is to be pronounced on the third beat of a dott^ 
minimy and on ihe fifth beat of a dotted semibrevd 


J 


fig. 3 


Ex.2 


c n • r r n ' 


iol 
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Minim, Dot, Crotoh. 

5. The time that rests occupy in a bar is shown by counting the beats alotidf 
while we make them. 
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READING IN TIME. DOTTED NOTES AND RESTS. | Chap. VI. 


6. Duringasemibreverest ^- 


Ex. 3 


e 


One, Two, Thne, Four. 
[To he done.] 

7. During a minim rest ^- 


-') beat and count aloud, One, Two, Three, Four. 

— Ih 

-^ beat and count aloud. One, Two. 


Ex 


•* -e-^ 


^ — ^ 


SOl 


Minim, One, Two. One, Two, Bfinim. 

[Tb be done.] 

8. During a crotchet rest C r ^ ^^^^ ^^^ count aloud, One, 


Ex.5 


cr r f r [ r f r ^ | r<^r|frrr 


Crotch, One, Crotch, One. One, Crotch, One, Crotch. 
[7V> he done.} 

d. The following Exercise {see Sheet 6) contaiiis aemibieyea, minims, and crotchets, and their 
corresponding rests, in eveiy position they occupy in common time. 

1 2 3 4 6 6 

Ex. 6 
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e. As in the Exercises above, each bar contains the same number of (four) beats, and takes 
the same length of time to perform. 


EXAMINATION ON CHAPTER VI. 


Q. What effect has a dot placed after a note? — 
A. It makes it half as long again. 

How many beats would you make to a dotted 
semibreye ? — Six. 

How many to a dotted minim ? — Three. 

How many crotchets is a dotted minim equal to ? 
—Three. 

What dotted note is as long as three minims ?— 
A dotted semibreye. 

Beat a dotted semibreve. — {To be done.] 

Beat a dotted minim. — [To be done] 

Beat and count a semibreve rest. — [7*0 be done.] 


Beat and count a minim rest— [7b be done.] 
Best a bar containing a minim and a minim rest 
— [To be done.] 

Beat and count a crotchet rest. — [7b be done.] 
Beat a bar containing a crotchet, a crotchet rest, 
a crotchet, and a crotchet rest. — [7b be done.] 

The Teacher should then describe any bar or bars 
in the Exerdses above, and make the class beat and 
(where necessary) count them. For example, bar 
11 in Exercise 6 wotdd be given thus: — ^* Beat a 
bar containing a minim, a crotdiet, and a crotchet 
rest" 
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Chapter VII. THE PRACTICE OF SINGING. 

Prepare Large Sheet No. 7« 

1. In the practice of vocal music we use three different kinds of exercise, 
mUfa-ingy vocalising ^ and singing. 

a. To sol-fa is to sound each note of a passage to its name of sound. 


Cfhe an example. 



JL 
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Do, Mi, Sd, Do. 

b. To wcaUae is to sound each note of a passage to the same vowel. 


Ctwe an example. 



? 


2? 


+ 


a 


a - 


€, To sing is to articulate words while sounding notes. 
Owe an example. 



your 


voice. 


d. To express the loudness or softness with which certain passages or even single notes are to 
be performed, musicians employ certain Italian words. 

e. The following are those in most common use. 

fig.l 
Piano, or j> {soft), I Forte, or f (loud). 

Pianissimo, oipp {very s(^). \ Fortissimo, oiff (very loud). 

Crescendo, or Ores., or — - — Z. (increasing in loudness). 

Decrescendo or Decres., Diminuendo or Dim., or ::: — ^ (decreasing in loudness). 
^^=^ — "^ (the last two effects in succession). 

2. All music is made up of melody and harmony. Different sounds sung one 
after the other produce melody; different sounds sung at the same timey harmony. 
Melody can^ therefore^ be produced by one voice^ but harmony requires several 
voices. 

3. Certain sounds heard together make what is called a chord. A succession 
of chords produces harmony. The first, thirds and fifth sounds of a major scale 
form what is called a common chord. The octave may also be added to these. 

/. Fig. 2 represents (as in Chapter I.) a major scale. Sing 
after me the notes forming the common chord. 

The Teadier trill sound Do, touch the figured linetf and sing 
their corresponding sounds to ihe numbers 1, 3, 5, 8, ascending 
and descending; the class qftencards unitating him, 

4. If we consider this figure as representing the 

major scale of Do, the figured notes will be called 

Doy Miy Soly Doy £iiid wlll foon the common chord 

of Do. 

g. Touch on the hand and sol-fa the notes of the common 
chord of Doy ascending and descending. 

[Tobedone,'\ 

Grammar.^ C 


%.2 



18 


THE PRACTICE OF SINGING. 


LChap. VII. 


A. In sounding the notes of the chord of Do^ one after another, we have drawn ftom them 
melody. We will now, by singing them at the same time, make harmm^. 

The clou will faU into four tftomont. Each dwition will meeetsitfelp ting a note </ the chord; then 
do the tame again, each ditfiiion sustaining its own note till the chord it complete, and the tignai 
for tilence^ it given : after thit, all four divitiont thould tound eaoh U^r own note together. It 
should then be explained that on the Teacher calling out Next, eadi dioition will rite to the note of 
the chord next above tltat theg mag havejutt tungt^^from iheXtttoIhe 9rd,from the Srd to the bth^ 
from the 6th to the Sth, from the Sth to the Itt; thit being continued till each divition hat tung each 
note, Thit practice will be found both interetting and improving to the voice and ear, partioularfy 
when executed leith tome esprettion and vtarietg qf power, 

5. Vocal mtisic for more than one voice is called concerted music. A 
concerted piece, for two voices, is called a duet; a piece for three voices, a trio; 
for four, a quartet; for five, a quintet y &c., &c. A concerted piece, of which each 
part is sung by many voices, is called a chorue, or is said to be sung in chorus. 

6. When a piece of music for two or more voices is so contrived that each 
voice sings, after the other, notes separated by exactly the same intervals, it is 
called a canon. 

f • We will sol-& the scale in canon, 
^'^ A B 
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The clatt willfirtt read and sol-fa thit toale {carried a note above (he octave) in uniton : then fall into 
two divitiont : the fir tt divition tinging it ttraight through to the end; the tecond divition doing the 
tame, but not beginning tiU the first arrivet at the bar marked B. In contequence of beginning 
two bars later, the second division will (as theg ting predtely the tame notet) end two bars later than 
the first. The parts thould be thifted from one party to the other, till tung correctly. The time to 
be beaten firmly. 

It now becomes necessary to correct the mott obviout d^ectt of the pupih in ^ production of tone'* 
articulation, manner of taking breath, ^c, ^c: and ihe Teacher will not only caute the following 
admonitiont to be carefully sttuUed, but recall them to the recollection qf hit datt whenever an oppor- 
tunity may arise, 

1. In singing, the body should be held in. a firm and graceful position, with 
the shoulders thrown back and the chest forward; for stooping interferes with the 
action of all the organs of the voice. 

2. The mouth should be opened ^ec/y, but not too much; distortion of coun- 
tenance is quite incompatible with good tone. 

3. The breath should be taken without effort: not too often, or at too distant 
intervals of time, but in places where the momentary cessation of the voice will 
least injure words or notes. Avoid, if possible, taking breath in the middle of a 
word, or between two words closely connected. 

4. In the endeavour to throw out the voice freely, bawling must be carefully 
guarded against. The tone which produces the most effect — or, to use a musical 
phrase, travels farthest — ^is always that produced with the greatest ease. 

5. While, as a general rule, the voice should glide smoothly fromjone note to 
another, the practice of slurring every note is to be checked. No affectation 
can be more tiresome. 


* The Teacher should giTe the signal for silence by strikioff his desk shaiply with his baton two or three times in 
rapid succession. 
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6. Whether in sol-fa-ing or singings the articulation should be as clear as in 
speaking. Give to the principal vowel of each syllable its proper sound, and 
finish carefully such words as end with consonants. Carelessness on this last 
point is the commonest fault in English singing; and, as the majority of English 
words end with consonants, perhaps it is the greatest fault. 


EXAMINATION ON CHAPTER VII. 


Q. How many kinds of exercise do we use in the 
practice of singing ? — A. Three. 

Name them. — >Sol-fa-ing, vocaliang, and Eonging. 

What is aohfa-mgl — Somiding each note of a 
passage to its name of sound. 

What do you mean by a note's name of sound? 
— Do, or Rcy or Aft, Slc, &c. 

Sol-fa two or three notes.— [7*o be done."] 

What is voceUising? — Sounding each note of a 
passage to the same vowel. 

Vocalise two or three notes. — {To be done.'] 

What ]b tinging 1 — Pronouncing words and sound- 
ing notes at the same time. 

Give me an example.-!— [7b be done,] 

What 18 the meanmg of the word jptano? — Soft 

What is the meaning of the yford forte ? — Loud. 

What word is used to express an increase of loud- 
ness ? — Creaoendo. 

How is it abbreyiated?— CVe«. 

Can it be expressed in any other way ? — By two 
lines placed thus: — {ihe pupil can trace ^=^ in the 
air, or represent it with twoj^ngers,] 

What is the meaning of deorescendol — Decreas- 
ing in loudness. 

Is there any other word to express the same 
effect? — Yes; diminuendo. 

What are the abbreviations of deereseendo and 
diminuendo? — Decres. and dim. 

Can they be expressed in any other way ? — By a 
figure exactly the reverse of the crescendo sign, 
formed thus [describing •^^=*']. 

What is tb» meaning of/or/iMtmo? — Very loud. 

What is the meaning of pianissimo ? — Very soft. 

What does a single jp mean?— Piano. 

What do two mean, thuB,^jD|>? — Pianissimo. 

What is meant by a single/?— Forte. 

What 18 meant by two, thus, ^?— Fortissimo. 


What is meant by this sign [trace "^^^^^^ in the 
air] ? — ^A crescendo immediately followed by a dimi- 
nuendo. 

Of what is all mumc said to consist? — Of melody 
and harmony: 

What is Uie difference between melody and har- 
mony? — Melody is a succession of sounds; harmony 
a comhination. 

Can one voice execute harmony? — No. 

Can one voice execute melody ? — Yes; 

What is a chord? — A combination of different 
sounds heard together. 

What sort of chord do the Ist, 3rd, and 5th sounds 
of a major scale produce ? — ^A common chord. 

May any other sound be added?— ^ Yes; the 
octave. 

What are the names of the notes which form the 
common chord of Do? — Do, Mi, Sol, Do, 

Touch and sol-fa them one after another. — [To be 
done.] 

What is meant by concerted music? — Music for 
more than one voice or instrument. 

What is a concerted piece for two voices called? 
— A duet. • 

What is a concerted piece for three voices? — A 
trio. 

What is a concerted piece for four voices?— A 
quartet. 

What is a chorus? — A piece of which each part 
is to be sung by many voices. 

Have you ever sung anything in chorus?— Yes; 
the major scale of Do. 

What is a canon? — ^A piece in which the voices 
sing notes separated by the same intervals, but begin 
one after the other. 

What did we sing in canon just now? — The 
major scale of Do. 


Chapter VIII. INTERVALS. 

Prepare Lai^ge Sheet No. 7. 

1. We have, as yet^ spoken of two intervals only, the ttme and the semitone. 
These two, though the only intervals with which we meet in singing the diatonic 
scale, are by no means the only intervals found in the many passages drawn from 
that, and from other scales. 


2. Intervals are reckoned and named according to the number of degrees 
through which we can pass from their lowest to their highest sounds. 
Grahhab.] C 2 
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INTERVALS. 


[Chap. VIII. 


3. By the word degree is meant a step of the diatonic scale. In passing from 
a note on a space to a note on the next line to it. 


fig.i 


^^ 


or from a note on a line to 
a note on the next space. 


• F ^^ ^' 
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we move tme degree^ and the two notes are said to occupy two degrees. The notes 
of the diatonic scale stand on following degrees. 


'" WTT~i~' 


^B 


^ 


a. The following Table contains an example of every interval in the diatonic scale. 

4. Observe; that in reckoning and naming an interval, its two extreme sowub 
are included. 

This Tabie should be studied thus : — The Teadier will read the first paragraph^ then touth the two 
notes of the interval named ; saying Sol-La ; 1, 2 ; — two positions on the stave and on the hand, 
two names, two degrees f — each included in naming the intervals from Sol #o La w a second. In 
studying the next and remaining paragraphs, he must touch the Unes and spaces between eaah 
interval, naming the notes which might stand upon them, thus : Sol, La» Si ; 1, 2, 3 ; — three posi- 
tions on the stave, three names, three degrees, — each included in naming the tnleroa/; from Sol to 
Si w a third, &c 

TABLE OF INTERVALS IN THE DIATONIC SCALE. 

Sg. 4 Seconds. 

The interval of a second is found between 

two notes which stand on following degrees. 



3ZE 


JZE 


-^ 


The interval of a third is foimd between two 
notes including three degrees. 

The interval of a fourth is found between 
two notes including/our degrees. 

The interval of ^ fifth is foimd between two 
notes including yJre degrees. 

The interval of a sixth is foimd between 
two notes including six degrees. 

The interval of a seventh is found between 
two notes including seven degrees. 

The interval of an eighth or octave is found 
between two notes including eight degrees. 



Thirds. 
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Fourths. 
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Sixths. 
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Seyenths. 
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Octayes. 
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5. Of each of these intervals^ excepting the octave^ there are^ in the diatonic 

scale, two kinds. 

h. The following Chapters contdn a series of exercises on the intervals of the diatonic scale. 
At the beginning of each Chapter will be found a coDpplete explanation of that interval to which 
it is devoted ; and the meaning$ of various musical terms and characters will be given as we have 
occasion to use them. 
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EXAMINATION ON CHAPTER VIII. 


Q, Of what intervals is the diatonic scale com- 
posed? — A, Of tones and semitones. 

Are these the only intervals used in music ?— No ; 
there are many others. 

How^are intervals reckoned and named? — By the 
number of degrees from their highest to thdr lowest 
sounds. 

What is meant by the word degree ? — A step of 
the diatonic scale. 

How are the notes of the diatonic scale said to 
stand? — On following degrees. 

In reckoning an intend, do we include both the 
sounds of which it is formed? — Yes. 

Give me an example. — Doy and Mi^ which include 
three degrees (Do, Re, Mi), form a third. 

[Any other example cot// do as 100//.] 

What is the interval between Mi and Fa? (I will 
name always the lower note first.) — A second. 

What is the interval bewteen Fa and Laf — A 
third. 

What is the interval betweenFaandiZff?— Asizth. 


What is the interval between Do and Si7—A 
seventh. 

What is the interval between Do and Fa? — A 
fourth. 

What is the interval between ^t and Sit — An 
octave. 

What is the interval between Re and La? — A 
fifth. 

What note is a fourth above Do?— Fa. 

What note is a fifth above Do? — SoL 

What note is a third below La? — Fa. 

What note is a second above Si? — Do* 

What note is a fourth below Fa? — Do. 

What note is a sixth above Mi$ — Do. 

What note is a seventh above Re? — Do. 

[Similar questions can be put ad libi] 

How many kinds of each of these intervals are 
there in the diatonic scale? — Two; except of the 
octave. 

Are there more than two kinds of octave, or less? 
— There is only one kind of octave in the diatonic 
scale. 


Chapter IX. UNISONS AND SECONDS. 

Prepare Lai^ge Sheet No. 8. 
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1. When the same note is sounded more than once^ what is called a unison is 
produced. 


The Teacher wUl touch on his hand, and S0I-& 



'm r-g - 
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a. Those two sounds form a unison. 

2. When two or more voices sound the same note at the same time^ they are 
said to be in unison. 

b. Touch and S0I-& the notes of the chord of Do, 

[To be done.] 
e. You sang those sounds in unison. 

3. It is plain that a imison is not an interval; for an interval is the distance 

between two different sounds. 

(7. As an exercise on unisons only would be merely a repetition of one note, we must mix 
their practice with that of some interval. Before commencing the ^^ Exercises for the practice of 
Unisons," it will be necesary, therefore, to condder the interval of a second, 

4. The interval of a second is found between two notes standing on following 
degrees, and is formed of two diatonic positions on the hand and stave. 

e. Touch and name, after me, each note of the passage above, which includes all the seconds 
in the diatonic scale. 

The class vfill touch on their hands each two notes of the passage at the head of the Chapter (or Sheet\ 
reckoning and naming the intervals they fofm^ thus : Do, Re ; 1, 2 ; second : Be, Mi ; 1, 2.. 
second: ^c, j'C. 

Grammar.] 
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UNISONS AND SECONDS. 


(Chap. IX. 


5. In the diatonic scale there are two kinds of seconds — ^major and minor. 
The major second is what we have hitherto called a tone; the minor second, a 
semitone. Consequently, in the diatonic scale, there are five major, and two 
minor seconds. 

ThepupUa, knowing the plaoea of the temUonet in (he major eeale, wUl ai onee p ore ri ve thai the minor 
seconds in the passage above lie between the black notes, 

/. Before commencing the practice of the following exerciMfl^ let ns nrepore for the correct 
intonation of the interval they contain, by touching on the hand and aol-m-ing some passages of 
seconds. 

The Teacher wiU place himself in such a position that the pabn tf his right hand can be seen bg eaeh 
pupil, as in the figure at the head of Chap. III. He will then towh and mA-fa the following or emg 
timdar passages ; the class imitating him : being cartful always to place the first finger of his 1^ 
hand exactly in the middle of the fingers of the right (see Chap. III.) The notes, at first, should 
follow one another slowly, but the time should be quickened as the class gets more skifful. It ie 
desirable thai the Teacher should be well enough acquainted with the passages to go through them 
with only an oocasional glance at his book, as his attention should be devoted to the fingering tf hie 
pupils. 
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EXERCISES FOR THE PRACTICE OF UNISONS AND SECONDS*. 
The Teacher shfiM occasionally repeat the admonitions on the practice qf singing at the end of Chap. YII. 

g. Let us now read and sol-fa the following Exercises. 

The Teacher will be enabled more efficiently to direct the pupUs in their first attempts at these EsferdeeSy 
\f they read and sing them from the Large Sheet, 

Until the shapes of notes are familiar, it wiU be well to read eatA Exercise on both methods {see 
Chap. Y. par. il) bifore sol-fa-ing it, 

Nos. I, 2, and 3 can be sung in canon, by forming the class into two divisions ; the fiirst dxvisian com' 
mencing at the point A, when the second is arrived at B. This, however, shottld not be attempted 
till the class has passed Chap. XIII. 

* In the practice of the following Exercises many notes will be fonnd above the compass ct Alto and Baas voices. 
This, of course, arises from the impossibili^ of contriving exercises perfectly suitable to all voices ; and to class them in 
the elementary stages would, even if possible, add much to the complexity of the method. The difficulty, moreover, is 
to be remedied in a much more simple way. Let the pupils, after having ascertained the compass of their voices by a 
little practice, be cautioned to leave off singing when a passage rises above the highest note they can sing witii &cility, 
and to continue beating time and reading the notes until the music returns to thor compass ; which will m general be 
after one or two bars. 
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EXAMINATION ON CHAPTER IX. 


Q, How is a unison produced? — A. By sounding 
the same note more thasi once. 

Isaunisonaninteryikl? — No. 

Why ? — Because an interval is the distance be- 
tween two dififerent sounds. 

Where is the interval of a second found? — Between 
two notes standing on following degrees. 

Of how many £atonic positions on the stave is it 
formed? — Two. 

What note is a second above Re 9 — Mi, 

What note is a second below Si? — La, 

(Similar questions can be continued, ad lib.) 

How many sorts of seconds are there in a diatonic 
scale ? — Two. 

What are they called ? — ^Major seconds and minor 
seconds. 


Of what is a major second composed? — Of a 
tone. 

Of what is a minor second composed ? — Of a semi- 
tone. 

How many major seconds are there in a major 
scale ? — Five. 

How many minor seconds are there in a major 
scale? — Two. 

What sort of second ia that between Fa and Sol9 
— A major second. 

What sort of second is that between Mi and Fa? 
— A minor second. 

What sort of second is that between Sol asid La, 
— Do and Re, — Si and Do, — &c. &c. ? — ^A major, — 
major, — ^minor, &c. &c. 


Chapter X. UNISONS AND SECOKDS— continued. 

Prepare loirg^ Sheets Nos. 9 and 10. 
EXPLANATION OF VARIOUS SIGNS AND MARKS OF EXPRESSION. 

1. Two dots fig' I (as in Ex. 1, page 24,) show that the whole, or 

placed before a , | | — some part of a movement is to be repeated; 

the place of repetition being marked by similar 
dots after a preceding double bar, thus. 


double bar, thus, 

fig. 2 






or after a 
clef, thus. 


Grammar.] 
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If there be no such corresponding dotsj 
the whole movement is to be repeated. 
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2. A slur^ formed thus, ^^^psL^^^ shows that the notes over or under which it 
is placed, are to be sung very smoothly. When two notes only are slurred 


fig.6 


-O 


"i — a stress must be laid on the first note, and the second note is 
lE tobe 


made somewhat shorter than its proper time. 


a. I BhaU best explain this by aol-fii-mg a few bars of Exercise 1, 

Th§ Teaeher will mH-fa tome bantfEsi, 1. 

Ex. 1, 2, and icon be p er f trmed in eamm {Hke Ex« 1, 8, an/ S, Chap. DL) 2y iakinff up thepohu 

A imder the paini B. 


^m 


B 


Ex.1 


-©^ 


T± 


-"^ 


^m 


r~r 


I 


P ^ 'j^ i I r- ^ 



i r rl^l ,_ J7J 


23 


-o 


^Si 


Ji-O' 


-V 



^^ 


■& 


oc 


i 


E^ 



'J^ijjjjittTjI^ 


S. The breve rest, over which a 2 is placed, in the 11th bar of Ex. 3, shows 
that we are to cease singing for two bars. 

h. Rests lasting longer than one bar shoidd be (xnmted thus: — J, 2,8,4; 2, 2, d, 4, &c., &c. 
A B 
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* Small Notes. See " Directions for the Teacher," p. vii. 
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Ex. 4, 6, and 6 are aeeomparUed (ad lib.) hjf Ex. b, 6, and 7 of ihe Sisiht. (Ch. XIX.) 


Ex.4 




r^^f \ rni \ rJ4^rjjy] \, r- \\ 



EXAMINATION ON CHAPTER X. 


Q, How ia the repetition of some portion of a 
piece of music expressed? — A, By two dots placed 
DdTore a double bar. 

How do we know how mudi of the music is to be 
repeated? — By corresponding dots placed alter ano- 
ther double bur, or clef. 

When there are no corresponding dots, what is 
meant? — That we are to begin again from the 
l)eginning. 

What is this mark [touch a shir in Exercise 1] 
called ? — A slur. 

What use is it ? — To show that the notes under 
or oyer it are to be sung smoothly. 

Sol-fa these four notes; first asif thoy 
had a slur over them, and then as if they 
were without it. 

The Teacher will touch on his hand 



E 


[TobediAie.] 


What is the effect of a slur upon two notes ? — It 
causes a stress to be laid on the first note, and the 
second to be made a little shorter than its proper 
time. 

Sol-fa these four notes; first as if each 
two of them were slurred, then as if they 
were not. 


The Teacher wUl touch 



i 


2- 


t 


[To le done.] 


What is the meaning of a number over a bar's 
rest ? — That we are to rest for as many bars as the 
number expresses. 

Beat and count a rest of 5 burs of common time. 
—[To be done,] 


Chapter XI. SECONDS— continued. 

WORDS WHICH RELATE TO DIFFERENT DEGREES OF MOVEMENT. 

Prepare loirg^ Sheets Nos. 10 and 1 1. 

1. The pace at which a piece of music^ or any portion of it, is to be 
performed, is expressed by certain ItaUan words. These words do not in any 
way afiect the accent or (in general) the number of beats in each bar, which are 
always known from the signature, but they show the quickness or slowness of 
each beat. 

GSAMMAB.! 
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2. There are five principal words used for this purpose, from which various 
others are derived; all serving to express different degrees of movement, from the 
slowest to the quickest. One of these five words is often joined to another, 
relating to the style or manner in which a piece of music is to be performed. 

a. In the first oolimm of the adjoining Table these five principal words are shown and 
explained; in the second column those derived fixym and joined to them. The movement 
expressed by each word is in general somewhat quicker than tiiat expressed by the one above it. 
The words braced toge^ar in the second column are seldom used but in connexion with one of 
those adjoining them in the first : as Andante grazioso, Allegro moderato, &c 

li wiB be n^Seientfor (he pretenifihat the date study imlff Aefint eohimn ; the eeeond being referred 
tOyfrem time to Imm, mjuture leuone. 


The fire princ^ Woidi. 

Words derired from, and ated to qaaSafy, fhoM in the first colamii. 

• 

LARGO, or LsNTOy or Giutb: 
very slow and solemn. 

ADAGIO : 
not too slowy but with expression. 

ANDANTE: 

easily moving onwards ; 

iiieralfy, going. 

ALLEGRO : 
quick and cheerful. 

V 

PRESTO z 
very quick. 

IiABausTTO : not so alow as Largo* 

AxtDAHTiNO : somewhat more slow than Andante. 
maestoso {mt^etUe), 

— grazioso (^roo^W). 

con moto (wUh impiM), 

Allbobbito, or All^: not so quick as All^ro. 
-«- moderato (moderate). 

— elusto (oDaOf maried). 

— briUante, or con brio {with briUian^). 
a^tatOy (with emotion). 

vivace {mvaeious). 

molto (ifittcA). 

Prbstibsimo (as quick as possible). 


FIRST SONG ON THE INTERVAL OF THE SECOND. 

b. The following song is in two parts, and contains no interval greater than a second, nor any 
note shorter than a crotchet. 

Thitf and ail (he tongs in the following paget, should be practised thus : — The pupils are to read in 
time the notes of the upper part. Then sound the i^hofrd qf Do, resting on the note which begins that 
part, which they wUl sol-fa, touching the notes on the hand from the copy in the first instance, and 
afterwards heating time. The lower part will then be practised in the same manner. Should any 
passage be found particularly difficult, it should be to>uehed on the hand, as well as sclfared, many 
times in succession. The sol-faAng having been done correctly, the words should be read in time, 
and each part song. The Teacher should, as soon as possible, insist on the most strict attention to 
the marks of expression, and carefully watch the articulation of the words. 

No attempt should at present be made to execute the two parts together, unless a superior class 
be ready to take the second. But when thepujnls cf the present class have passed Chap. XY., they 
should return to the present Chapter, and {being formed into two divisions) practise both parts of 
the song below together. 

So ufith the other songs on intervals ; the parts of whkh should aU be practised singly in the first 
instance. 

€. When, as is often the case, a piece of music begins with an incomplete bar, preUminairy 
heats should be made to oomplete it. Thus the following song should be begun— 2>ot£m, Lefi, 
60, Sol. 


[Vocal 
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THE HOUR OF PRA.YER. 


The Words by Mb8. Hemanb. 
Andante. 


iBt 

Part. 


The Music by John Hullah. 


2nd 
Part. 



1 Child, a - midst the flowers at play, While the red light £Etde8 a- 

2 Tra^ller, in the Btranger's land. Far from thine own household 

3 War - rior* that from bat - tie won Breathest now at set of 



Child, a - midst the flow'rs at play While the red light fiides a- 
Tray^er, in tiie stranger's land. Far frx>m thine own household 
War - rior, that horn bat - tie won Breathest now at set of 



^ way; Mo - ther, with thine ear - nest eye, 
band; Mourn -er, haunt -ed by the tone 
sun; Wo-man, o'er the low - ly shun. 


E - yer fol - lowing si - lent- 
Of a Toiee from this world 
Weeping on his bu - rial 



^ way; Mo - ther, with thine ear - nest eye, 
band; Mourn ^ er, haunt - ed by the tone 
sun; Wo -man, o'er the low - ly slain, 


E - Ter fol - lowing si - lent- 
Of a voice from this world 
Weeping on his bu - rial 


ecen 


do. ff 


Dim. 



ly; 

gone; 
plain; 


# 


Fa - ther, by the breeze of eye 

Cap - tiye, in whose nar - row cell 

Te that tri-umph, ye that sigh, 

Ore - 9cen - do. 


^ 


Call'd thy har-yest work to 
Sun - shine hath not leave to 
Ein-dred by one ho - ly 

ff -^ ^ Dim. 


' J ^V\ ^ ^\^ } 1 Jl 




tJ 



ly; Fa - ther, by the breeze of eve Call'd thy har - vest work to 
gone ; Cap - tive, in whose nar - row cell Sun - shine hath not leave to 
plain; Te that tri-umph^ ye that sigh, Son-dred by one ho • ly 


* 


9cen 



leave — Pray: ere yet the dark hours be. Lift the heart and bend the knee! 

dwell; Sal - lor, on the dark'ning sea— Lift the heart and bend the knee! 

tie, HeaVn's first star a - like ye see — Lift the heart and bend the knee ! 

Ore - 8cen - do. ff .^ -^ 


| rj JlJ J J J|M^^ ^ 




-& 


^^ leave — Pray: ere yet the dark hours be, Lift the heart and bend the knee! 

dwell; Sai - lor, on the dark'ning sea— Lift the heart and bend the knee! 

tie, HeaVn's first star a - like ye see — Lift the heart and bend the knee? 
Grammaiu'] 
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EXAMINATION ON CHAPTER XI. 


Q, How is the paiee at which a piece of mnac ia 
to be perfonned expressed ?—^. By certain Italiaa 
words. 

Do these words affect the accent, or the number 
of beats in a bar ?~No. 

What, then, do they show? — The qnickneas or 
slowness of each beat. 

Repeat the five principal words used for this 
purpose. — Laigo; Adagio; Andante; Allegro; 
Presto. 

What is the literal meaning of the word Jn- 
dlofito ?— Going. 


Is a piece of mnsie, so marked, to be yery fast or 
▼eiy B]ow?~Neither; bat moYipg along gently. 

What is the meaning of Prutof — Very quick. 

Is there a word that implies a quicker moyement 
than Andante, but not so- quick as Presto? — Yes; 
the word AUegro. 

What does it mean?— Quick and cheerful. 

What is meant by the word Adagiol^lL time not 
so quick as Andante, nor so slow as Largo. 

Is there any other word that has the same musical 
meaning as Largo? — There are two. 

What are they ^—Lenio and Qraoe. 



fig.l 


Chapter XII. THIRDS. 

Pr§pair€ Large Slieet Na 18. 
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1. The interval of a third is fouiid between two notes inducting three degrees^ 
and is formed of three diatonic positions on the hand and stave. Two notes a 
third apart occupy similar positions on the stave^ and can be separated by one 
other note.-^ee tiie passage above (fig. 1). 

a. Touch and name, after me, the notes of each interval in the passage above. 

The Teat^ter unU towA and name eaehinoief thust Do, Be, Mi ; 1, 2, 3 ; Do— Mi ; third: Be, lii, 
Ea; 1,2,3; Be-^a; tMrd: jio., ^c 

2. The two kinds of each interval in the diatonic scale {see Chap. VIII.) are 
distinguished by the number of tones and semitones they contain. 

3. In the diatonic scale there are two kinds of thirds, mc^or and minor. The 
major third is formed of (contains) two tones; the minor third is formed of a tone 
and a semitone. In the major scale there are three major and four minor thirds; 
the minor thirds are shown in llie passage above, by black notes. 

The pupUe should examine each interval, thus: from Do to Be*«« tone ; from Be to Mi — a tone : 
two tones form a major third. From Be to Mi — a tone ; from Mi to Fa — a semitone : a tone and 
a semitone form a minor third, &c., &c. 

h. Let us now prepare for the Exercises, by touching and sol-&ring some passages of Tlurds. 

The Teaieher will touch and sol-fa the foUowing^ or any similar passages of thirds ; the class imitating 
him. The directions in Chap. IX. are to be observed m the preparation of each interval. 



j. J ^ U^-j.^^ u I I J J ^ J J ^^ ^^^ 


&C. to Sia. 



^ f q r ^ q ^ q-^ 



^rq f "Iq^Q 


iJiU.^i^i T o" J i J^J^^.J =^^ 
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&o. to Do. 


&c. to SoL 
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f=rf=AAa=^ 


LrTr^^^c^ 


re 


&e. to Do. 



;=n: 


&c. to Soi. 



^ 


n 


n 


&c. to Do. 


EXERCISES FOR THE PRACTICE OF THIRDS. 

e. Let us now read and 80I-& the Exercises on Thirds. 

^ the shapes of notes are pretty well kfioum, it witt be enough for the future to read passages, oaUing 
the notes by their names tf sounds Do, Be^ Ac, &c. 

Ex. 1, 2, are aceompanied (ad lib.) by Ex. 3, 4, qf the Sevenths, (Chap. XXI.) 
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Ex. 3y 4, ortf accompanied (ad lib.) 5y Ex. 1, 2, of the Sevenths. (Chap. XXI.) 
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Ex. ft, 6, aiwl 7 g»y aeeompanM (ad lib. ) gy Ex, a, 9, iwllO <f Otf 8§9m fit. (( 



4. Every bar of the following Exercise contains what is called a gyneopation; 
that is^ a sort of false accent, produced by prolon^ng a sound begun on an 
unaccented part of a bar to an accented part. In every bar of common time, {tee 
Chap, v.) the second accent should fall on the third beat; in every bar of this 
Exercise, the second accent falls on the second beat. The syncopation thus 
caused must not disturb the beating of time, which should proceed on the plan 
laid down in Chapter IV. 

The Teacher triil betU and emXrfa a few lam 4^Ez. 7* 

5. Syncopations are sometimes rendered more forcible (as in Ex. 7) by this 
mark ^T^ ^ — j the use of which was explained in Chapter VII. 



Ex. 8^ 9) aand 10 aire aeampanied (ad fib.) Ity Ex. 5^ 6, and T tf the Sevenths, (Chap. XXI.) 
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Ex.10 
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EXAMINATION ON CHAPTER XII. 


Q, How many degrees does the interval of a third 
include? — A. Three. 

How many diatonic positions does it occupy ? — 
Three. 

Do two notes, a third apart, stand on i^milar or 
<ii«MTniUr positions on the stave ? — Simihur positions. 

How many notes can be put between two notes 
a third apart ? — One. 

What note is a third above Doi — Mi. 

What note is a third below Do? — La, 

[Similar questions can be put, ad libitum.] 

How many sorts of thirds are there in the diatonic 
scale? — Two. 

What are their names? — Major and minor. 

What does a major third contain, or consist of ?— 
Two tones. 

What does a minor third conenst of? — Atone and 
a semitone. 

How many major thirds are there in a major 
scale? — ^Three. 

How many minor thirds in a major scale? — Four. 

What sort of third is that between Do and Mi 9 
^A major third. 


What sort of third is that between Se and Fa?— 
A minor third. 

Similar quesHona ehouJd be eonHnued until an* 
swered readily^ the pupils, when at a loss, making 
out the intervtUsfor thmsehee. (See the directione 
following par. 3.) 

What is a syncopation? — A sort of false accent. 

How is a syncopation produced? — By prolonging 
a sound begun on an unaccented part of a bar, to an 
accented ^pKtt, 

What are the accented parts of a bar of common 
time ? — The first and third beats. 

Is the accent on the third beat as strong as on the 
first? — No; not quite. 

Beat a bar containing a syncopation. 

1 2 3 4 

\l 

[To he done, thus, Do--Re— Mi.] 

Is there any way of making a syncopated note par- 
ticularly strong? — Yes, by putting a mark over it. 

Describe, or show me (wil2i your finger, in tha 
air), the shape of this marie. — [7b be done,} 


Chaptbr XIII. THIRDS— continued. 

Prepare loirg^ Sheet No. 12. 
FIRST SONG ON THE INTERVAL OF THE THIRD, 

1. The following song contains no interval greater than a third, nor any note 
shorter than a crotchet, 

2. The letters mf after the first double bar are a contraction of the words 
mezzo forte, — ^middling^ that is, rather loud. 

3. The word rallentando means slackening; the passage over which it is 
placed is therefore to be sung slower than the rest of the song. 

4. The character O over the last note is a pome, and implies that die note 
below is to be held as long as the singer pleases. 

GiuiauB.] 
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Thg dhreeiUmt pireoeikiff the Song on Sseomd$ {Omp. XL) orv In all f9tp§€i$ tqppkeabk to ikU. 


HYMN TO CYNTHIA. 

The Words by Ben Jonbon. The Mnsio by John HuUiAH. 


iBt 

Part. 


2nd 
Part. 


Allegretto. 



1 Queen and hnntreBBy chaste and fiur, Now the sun is laid to 

2 Earthy let not thy euTious shade Dare it - self to in - ter- 



Queenand huntress^ ehaste and fiur. Now the sun is hdd to 
Earthy let not thy envious shade Dare it - self to in • ter- 

Ores. 



sleep; 
pose; 


Seated 
Cynthia's 



in thy sH - yer chairs State in wonted manner keep, State in 
shining orb was made, Hear'n to cheer, when day did dose, HeaVn to 



^ii ' J^Ji 


sleep; 
pose; 


Seated 
Oynthia's 


? 


in thy sil - rer chair, State in wonted manner keep, State in 
shilling orb was made, Hear'n to cheer, when day did dose, Heay^n to 



wonted manner keep: Hes-pe-rus intreats thy light, Goddess ex- eel- lent- ly 
cheer, when day did close : Bless us then with wished sight, Qoddess ex - eel - lent - ly 






■& 


# 


wonted manner keep : 
cheer, when day did dose : 


W 


Hes . pe - rus intreats thy light, Goddess ex . cel-lent - Ty 
Bless us then with wished sight. Goddess ex- cel-lent -ly 


Crescendo e SaUentando. 




tJ 


r J J I J hi 


/CN 



bright; Hes - pe - rus intreats thy light, 
bright; Bless us then with wish - ed sight, 

— m — 



Goddess ex - eel - lent - ly bright. 
Goddess ex - eel - lent - ly bright. 

Crescendo e RaUentcmdo, ^^ 


^ 



i 


=^ 


brig&t; 
bright; 


Hes - pe - rus intreats thy light. Goddess ex 
Bless us then with wish - ed sight, Goddess ex 


^ 


-eel - lent - ly bright, 
-eel - lent - ly bright. 

[VocAi 
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EXAMINATION ON CHAPTER XIII. 


Q. What 18 the meaniiig of the letten w^l^ 
A. Mezso forte: that is, n&er kmd. 

What does the word raOentando mean?— SZoeir- 
ening; that the pawnge over which it ia placed ia to 
he Blower than the paasages hefore it. 

Deeerihe a pause. — A cnryed line over a dot 

How ia it used? — ^It is placed over or under a 
note, to show that it can he held as long as the 
singer pleases. 

How many quavers can he song in the time of 
one semibreve? — Eight. 

How many minims can he song in the time of 
one semibreve? — Two. 

How many crotchets can be song in the time of 
0116 minim?— Two. 

How many qnaven can be song in the time of 
one minim ? — Four. 


What sort of note is half as long as a aemibreve ? 
— A minim. 

What sort of note is half as long as a erotchet ? — 
A gnaver. 

What sort of note is a yvorter the length of a semi- 
bieve ?— A crotchet. 

What sort of note is a quarter the length of » 
minim ?— A quaver. 

What sort of note would take as hmg to sing as 
eight quavers ?— A semibreve. 

What sort of note would take as long to sing as 
four qnaven ?— A minim. 

Tk$ Tmoktf AoM tuk ikemmtd tbmUar gueHiomg 
noi aniif here, bui ocmuiomallpin thecaune ^/uimrm 


The eUut on oonaliNiiN^ thiU Chapter Aouid reium to Chapten IX. mm! X. mm! 

Umaont and Seeoadi m Cbdod. 
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Chapter XIV. FOURTHS. 


Prepare Laige Sheet No. 11. 


fig. 1 



1. The interval of vl fourth is found between two notes includingybtir degrees, 
and is fonned of four diatonic positions on the hand and stave. Two notes, a 
fourth apart, occupy dissimilar positions on the stave, and can be separated by two 
other notes. 

a. Touch and name^ after me^ the notes of each interval in the pasBBge above. 
To be doney ihua: Do, Be^ Mi, Fa ; 1, 2^ 3, 4: Do— Fa, fowrih; j-o. 

2. In the diatonic scale there are two kinds of fourth; the perfect, and the 
sharp fourth or tritone. The perfect fourth is formed of two tones and a semitone, 
the sharp fourth of three tones, wherefore it is called the tritone*. In the major 
scale there are sia fourths (perfect), and but one tritone; the latter being shown in 
the passage abbve, by black notes. 

The pupUs dumld atamine each intervaly thus: from Do to Re, a tone; from Be to Mi, a tone; from Mi 
to "FOf a semitone: two tones and a semitone form a perfect fourth. From Fa to Sol, a tone; from 
Sol to lokf a tone; from La to Si, a tone: three tones form a sharp fourth or tritone, j[c. ^o, 

b» Let us now prepare for the Exercises by touching and sol-£Ei-iiig some passages of Fourths. 


* This tenn, as really ezpreMing the thing represented, should be always used. 
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The Teacher will touch and tol-fa the foBowmg, or any rimilar passaget qffomihs; the class imitating hkn. 



— &C., to 
- Sol. 


^^^^^^^ 
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^J^J'^Jo 



,_^^f 1vv°[[4i-rYrrlM^^^ 
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&c^to 
Do, 



&c., to 
SoL 


iJiU^U'U J "^ ^J'^J' c^ ^ 



rrfrf Q ^ 


P— G- 


^ ' '^ ' ' 


f" e 


f ' 1 ' 1 


- Ac, to 
I Do. 



21 


"D- 


p- - &c, to Sol. 



^ 
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ftCytoDo. 


EXERCISES FOR THE PRACTICE OF FOURTHS. 
Ex. I and 2 are accompanied (ad Ub.) bg Ex. 8 and 4qfthe Sixths. (Chap. XIX.) 
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Ex. 3 ofuf 4 orv a eM m pmi td (ad lib.) bg Ejl I and 2 qf the Suelhs. (Chap. XIX.) 
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Ex. 8, 9, flfirf 10 «w fl«»fiv«»t«* (ad Kb.) «|f Ex. 6, «, o^ (Chap. XXII.) 
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EXAMINATION ON CHAPTER XIV. 


Q. How many degrees does a fonrth mdnde f — 
A, Four. 

Do two notes a fourih apart occupy ainiflar or 
diaHiTnilar positions on the staye ? — Dissimikur posi- 
tions. 

Give me an instance. — Aft stands on the first 
line ; Loy the fourth above it, on the second space. 

[Any other e^fomple would do as well,] 

Touch on the hjmd the two notes h^ named. — 
[To be done.} 

How many notes can be put between two notes 
a fourth apart ? — ^Two. 

How many kinds of fonrth are there in the dia- 
tonic scale ? — Two. 

Whatare they?— Theperfeetfonrthand the triUme. 


What does the perfect fourth contain P — Two 
tones and a semitone. 

What does the tritone contain ? — Three tones. 

Has the tritone any other name? — Yes; the 
sharp fourth. 

How many perfect fourths are there in the major 

scale ? — Six. 
How many tritones? — One. 
Between what notes in the scale of 2X> is this one 

tritone? — Between Fa and Si. 

What note is a fourth aboye Son—Do, 

What note is a fourth below Mi 9—SL 

[Similar questions should be continued until on- 

swered readily: the notes named being touched on the 

hand,} 


Grammab.] 


38 


[Chap, XV. 


Chapter XV. ¥OVRTHS—caiUimed. 


Prtpmn Laige Sheet No. 11. 


PREPARATORY EXERCISES FOR THE PRACTICE OF QUAVERS. 

a. Pronounce seyeral times in suooesaion, and at 
equal intervals of time, the ^llahles Dq^ Re, JUi^ 
Foy 80, La, Si, Do. 

[To be done,] 

b. Now again ;— making a beat to each two 
syllables. 


The Teacher wiii give an egample at m ihefyure. 


Mi.Fa- 



8i»D». 


Sol, La. 


I>D,Re. 


1. Each of these successions of four beats would fonn a bar of common 
time; each number or syllable pronounced (and there were two to each beat) 
being a qtuwer, 

e. The last passage just repeated would be written thus:^- 


"•' ^ ^^ J]TJ ^^ 


The Teacher wiU read in time fig 1. 

2. During a bar of common time we make four beats, each worth a 
crotchet. The above is a bar of common time, and, as such, will require four 
beats: — as it contains eight quavers^ two must be made to each beat. It is plain, 
then, that a crotchet is equal to (lasts as long as) two quavers. 

d. Let us read and afterwards sol-fii this Exercise. 


fig. 2 


|><u:^jjJ^ i r:tr^p^ 


To he dene, repeal from ihe dots, many ^met in sueeession. Care should be taken that each hair he 
not out into RtOe dwimont of two quavers, ihus: Do, Be— Mi, Fa—€oly La— Si, Do. The notes 
should be pronounced at equal intervals of time. 

[VOGAL 
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Thefolkwvng EsereUegf though arranged chiejiyfor the ttudy of time, maig be sol-fi^-ed, after housing hemi 

read with oorrectness and tolerable faeUity. 



Ex. 2 



Ez.3 




Ex.5 



Ez.6 



Ez.7 



Ex. 8 



Ex«9 



Ex. 10 



Ex.11 



Ex.12 



^^^^^^^m 


^ 


■©r 


^r° ii ^J 


-^ 


-^ 


^ 


33 


m 


3IX 


m 


JQ 


m 


315 


rrni 


^ 


ia 


:; riM^ 


2ZZ 


^ 


m 


33 


1^ 


33 


^^^ 


TD 


5 


^^ 


?^ 


3Zt 


-©>-* 


g 


33 


^ 


-^ 


^m 


xl 



nx 


^^^ 


^ 


33 


^^ 


33 


^ 


Gramiiaii.1 


40 
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[Chap. XV. 


FIRST 80NO ON THE INTERVAL OF THE FOURTH. 

0. The foUowinig wog contains no InlarMi/ greater tban s/miKSI, nor any note shorter than 

eroidUi. 

FoOom tk0 dkwtHoiu pneedkiff the Somg m 99oo m d». (Chap. XI.) 


THE VISIBLE CREATION. 


The Words by Mohtqomebt. 


The Mnsio by Jobh Hullah. 


iBt 

Part. 


Andante, fnf 


2nd 
Part 



rra 


1 Hie God of na - tore and of 

2 Be - hold ihk lidr and fier - tile 

3 His blen • ings lUl in plen-teoas 

4 If God hath made this worid so 


grace in all His worics ap* 

clobe. By Him in wis - dom 

uowers Up • on the Isp of 

ftir, Where sin snd death a- 



The God of na • tors snd of graoe 

Be . hold this ftir snd fier . tile dobe, 

His bleas-ings fkU In plen-teoos showers 

If God hsih made this worid so ftir, 


i 


In sU 
By Him in 
Up - on the 
Where sin snd 



i 


pean: 

plann'd; 

earth, 

bound, 


^U r r r i r 



His good -neas throng the earth we trace, His grandeur hi the 

'Twas He who g^ - ed, like a robe. The o - oean roond the 

Thatteema with fb - Eage, finit, and flowers, And rings with in - font 

How bean - ti - ftil, Im • yond com • pare, Will FS - ra - diss be 


# 


rrik 


j_J JN J ^ 



tj 


worics ap - pears : His good - neas throngh the earth we trace, 
wis -domplann'di'TwaaHe who gird - ed, like a robe, 
lap of earth, That teems with fb - liage, fhxit, and flowers, 

death a - bound, How beau - ti - ftil, be - yond com - pare, 


i 


His gran-denr 

The o - cean 

And rings with 

Will Pa . ra- 



3=t 


^N r r r i r r r ^J^r^^h 


spheres; Hia goodness through the earth we trace, Hia gran-deur in the spheres. 

land; "Twas He who gird-ed, like a robe, Hie o- oean round the land. 

mirth ; Thatteema with fo - liage, fhxit, andflowers, And rings with in - fant mirth. 

found; How beau - ti - ful, be - yond com-pare, Will Fi - ra - diss be found. 



m 


the spheres ; His good-ness through the earth we trace, His gran-deur in the spheres, 
round the land; 'Twas He who gird- ed, like a robe. The o - cean round the land, 
in- fant mirth; That teems with fo - liage, fruit, and flowers, And rings with in -fant mirth, 
diss be foand; How bean-ti - ful, be -yond com- pare, Will Pa- ra - ^ be found. 

[Vocal 
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EXAMINATION ON CHAPTER XV. 


Beat a bar containing dght quavers^ calling them 
Doy He, &c. 

To be done Ihtu: 


Do B« Mi Fa Sol La Si Do 


To bedoneihue: 


n J n J 


Do Be Mi Fa Sol La 


7V^ Teaehef wiUy in a wmOair numnevy deseribe 
any bar in the Eaeroitet abooe; and the class wUl 
Beat a bar containing two qnavers, a crotchet, execute U aecordinglp, 
two quayers, and a crotdiet. | 

The class having concluded this Chapter should return to Chapters XI. and XIII. to praeOse the 
Songs in two parts. 


Chaptbe XVI. FIFTHS. 


Prepare Loige Sheet No. 11. 


%1 
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v& 


:;3-i 


TIL 


x^ 


:;3ii 


^ 


jm: 


xor 


^^ 


2Z£ 


1. The interval of a Jifth is found between two notes including five degrees, 
and is formed otfive diatonic positions on the hand and stave. Two notes vl fifth 
apart occupy similar positions on the stave, and can be separated by three other 
notes. 

a. Touch and name, after me, the notes of each interyal in the passage aboye. 
To be done thust Do, Re, Mi, Fa, Sol ; 1,2,3, 4,6; Do— 49ol,.^/»k; j:o. j;o. 

2. In the diatonic scale there are two kinds of fifth, the perfect and the 
imperfect fifth. The perfect fifth is formed of three tones and a semitone: the 
imperfect fifth of two tones and two semitones. In the major scale there are six 
perfect fifths, and but one imperfect; the latter being shown in the passage above, 
by black notes. 

The pupils should examine each interval^ thus: from Do to Re, d tone; from Re to Mi, a tone; from 
Mi to Fa^ a semitone; fivm Fa to Sol, a tone; three tones and a semitone form a perfect /ifth» 
From St to Do, a semitone; from Do to Re, a tone; from Re to Mi, a tone; from Mi to Fa, a 
semitone: two tones and two semitones form an imperfect f^fth, ^c, j[C, 

b. You observe that the one imperfect fifth lies between the notes Si and Fa; yon will also 
remember that the one tritone lay between notes of the same namey Fa and Si, (See Chap. XIV.) 

3. When the lower note of an interval is placed an octave higher j or the higher 
note an octave lower ^ the interval is said to be inverted* 

4. A fourthy on inversion, becomes a 
fifth, and moreover a tritone becomes an ^" 

imperfect fifth. K^ TnUme. imperfect Filth. 

c. Let us now prepare for the Exercises by touching and sol-&-ing some passages of fifths. 
Grammab.'] 
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FIFTHS. 


LChap. XVI. 


The TmOm wUi foiie% mtd iol^/k A§ f o tk mi m §^ «r mt§ dmUmr ptuttign ^ fifUkty the etatt MiaHmg hbm. 
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ftc^to tbe 
lower Do. 



iU'iU^^^iu ll j I J^j'j''j'| 


fto^tothe 
upper SoL 



rfrrr|.^p,n 





n: 




»o«^ Al=± 


s: 


&e.ytoi>a. 


EXERCISES FOR THE PRACTICE OF FIFTHS. 


Ex. 1 and 2 otv oimMfNmM (ad Ubw) ^ Es. 3 ami 4 </ Atf O0«0o«f. (Chap. XXIIL) 


3 


^ 


' rrj!: 


Tzr 


X2 


^ 


■^ 
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I 


jQ 
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^^ £±5. 


Ex. 3 and 4 are aeeompanied (ad lib.) b^ Ex. 1 and 2 of the Oetaftee* (Chap. XXIII.) 


^ 


M=E 


T^ 


■©> 


^ 



^ 


^ 


5^ 


"n 



^ 


r2 


r-P ^ — r 


Ex.4 
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^ 
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3 


3 


E 


S 


■12 -- 


Ex.5,6, oiMf 7 areaocompoMed (adlib.) ^Ex.899,afMi lOqf <Atf OstoVM. (Chap. XXIIL) 


Ex.5 ^ (; 
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FIFTH& 


(Chap. XVL 


Ex. Sf 9, and 10 an a e e omp mt iid (ud lib.) ^ Ex. 5, 8» ontf 7 qf IW Oeiavet, (Chapw XXIII.) 


Ez.8 
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f g 


f 


s 


t 


^ 
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i 


p^ 
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£2.9 




if^nr^r. 


'^I frJrlJ ^^ji ^ 


i 


fc^ 


EXAMINATION ON CHAPTER XVL 


Q. How many degrees does a fifth include?--^. 
Five. 

Do two noteo^ a fifth apart, oocapy Bunilar or dis- 
fdmOar pomtionsP'Smiilar poaitioiiB. 

Giye me an instanceii — Fa stands on the first space 
and Doy the fifth aboye it, on the third space. 

[Any other example wiii do at well,] 

Toudi on the hand the two last-named notes. — 
[To be done,] 

How many notes can be pat between two notes a 
fifth apart ? — ^Three. 

How many sorts of fifths are there m the diatonic 
scale? — Two. 

What are they? — ^The perfect and the imperfect 
fifth. 

What does the perfect fifth contain?—-Three tones 
and a semitone. 


What does the hnperfect fifth contain?— Two 
tones and two semitones. 

How many perfect fifths are there hi a major 
scale?— ffix. 

How many hnperfect fifths ?— One. 

Between what notes, m the scale of Do, is this 
one imperfect fifth found ? — Between Si and Fa, 

What note is a fifth aboye Mif—Si. 

What not is a fifth below Do9—Fa, 

[Shnilar quesHons to be continued, ad lib.] 

What is meant by the inyersion of an intenral ? — 
Patting the higher note an octave lower, or the 
lower note an octave higher. 

Of what mterval is a fifth the mversion ?•— Of the 
fourth. 

What sort of fifth does a tritone become on mver^ 
sum ?— An hnperfect fifth. 
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Chaptbb XVII. YIETUS— continued. 

EXERCISES FOB THE PRACTICE OF dVAYEUS-^eaniinued. 


Ex. 13 



Ex 



Ex 



Ex. 16 



Ex. 



Ex. 



Ex. 20 


Ex.21 



Ex.22 


EX.2S 


Ex.24 
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FIFTHa 


[Chap. XVII, 


FIRST SONO ON THE INTERVAL OP THE FIFTH, 
a. In the following songy which eonteina no interval greater than a fifth, gmamn and daUed 
nofaff are introduced. FcOmg the dk'eeHmu precmKng the Song om 8§otmdt. (Chap. XI,) 

The Words by Shsvbtoks. PASTORAL S0N6. Hie Muie by John Hvixah. 

Allegretto. 


2nd 
Part. 


Allegretto. "2 .» " -^ ^Dim, 


1 My binki they aie fttrniih'd with beet, Whoee mnnmir in-titei one to 
% Not a pine in my gnnre is there leen, But with tendrile of woodbine is 



Mj bonks they are fttrnish'd with bees, 
Not a pine in my grove is there seen, But 


mnnniir in-vites one to 
tendrils of woodbine is 



£=± 


deep; 
bound; 

Ores. 


^girggrPH'^grrJ^'iV;! 


My grottoes aro shaded with trees, And my hi]ls aro white o • ver with 

Not a beech's more beaa-ti-fnl green, Bute sweetbriar entwines it a- 

M Dim, 



deep ; My grottoes are shaded, are shaded with trees, And my hills are white o - ver with 
bound; Not a beech's more beau-ti - ftd, beau-ti - ftil green, Bute sweetbriar entwines it a- 


/ H1Jf;CrJ'J | '|^ 



sheep. I seldom have met with a loss. Such health do my fountains be- 

round ; Not my fields, in the prime of the year, More oharms than my cat - tie un- 

J- 



R TRjT 



sheep. I seldom have met with a loss. Such health do my fountains be- 

round ; Not my fields, in the prime of the year, More charms than my cat - tie un- 


-& 


l^VHr^vhiM^'m 


stow; My fountains all border'd with moss. Where the harebells and vi - o - lets grow, 

fold ; Not a brook that is lim-pid and dear, But it glitters with fishes of gold. 

JDim, ^^ 



^j'j-ijj'JiJ? 


stow; My fountains all bor-der'd, all border'd with moss, Where the harebells and vi - o - lets grow, 
fold; Not a brook that is limpid, is limpid and clear. But it glitters with fishei of gold. 

EXAMINATION ON CHAPTER XVII. 

Beat a bar containing two crotehete and four | [To be done; asid wmikar EaeroUestobe e<nUinued, 
quavers. | ad lib.] 

LVocAi 
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Chapter XVIII. ¥imiS— continued. 


EXERCISES FOB THE PRACTICE OF FIFTHS— «n Two Partt. 

The five following Exercises will be found (with some slight changes) to be repetitions of 
the first seven Exercises on Fifths practised in Chapter XYI. 

Each part of each Exercise should he soi-fared singly: then the class being formed into two divisions, the 
two parts may he sung together. If (as in the case of the songs) the class be too small for this, a 
superior dass shouid take one of the parts with them. 


Ez.1 

Ist 
Part. 


2nd 
Part. 



Ex. 1— (Ch. XVL) 


E 


h tm 


i 


■Of 


TJ 


i 
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Ex. »-(Ch. xn.) 
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X3 
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Ex.2 

1st. 


2nd. 



Ex. 2— (Ch. XVI.) 


ea 


J 


JJj^jT 


i 


E 


^ 


E 


Ex. 4— (Ch. XVI.) 
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Ex. Ex. 5 (in Canon.)— Ch* XYL 
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[Chap. XVIII. 


iBt. 


tfiuiji j i M U i Jf l ir ii ^^ 


2nd. 



e 


^ 
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i 


^ 


■Qr 




riJrMrJ i -'j^ijJj fa 


1 



nirriJrMrJi-'j^ i jJS pi 


Ez« 4 Ex. 6 (in Canon.)— Ch. XYI. 


l8t 
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2nd. 


hi i j^.iirJ^ i J 
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Ex. 5 Ex. 7 (m Canon.)— Gh. XVL 


iBt. 


2nd. 
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i 
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■©- 
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^ 


^^^^i^^^i 
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-©^ 


3 


^i 


7*Ao o^oM Aooifi^ eonduiid this Copter should relum to Chap. XVII. to praeiite ifto Mn^ tn /too jNif<». 
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fig. I 


Chapter XIX. SIXTHS. 

Prepare Large Sheet No. II. 


:p:2 


v& 


^: 


6 


tzr 


T^ 


3i£: 


:;3ii 


^ 


m 


6 


.6 


6 


6 


.6 


6 


1. The interval of a sixth is found between two notes including six degrees^ 
and is formed of six diatonic positions on the hand and stave. Two notes, a sixth 
apart, occupy dissimilar positions on the stave, and can be separated hjfour other 
notes. 

a. Touch and name, after me, the notes of each interval in the passage above. 

To be done, thus: Do, Re, Mi, Fa^ Sol, La; 1, 2, 3, 4, 5, 6; l)o— La; sueth, S[o. 

2. In the diatonic scale there are two kinds of sixth, mqfor an& mifwr. The 
major sixth is formed of /our tones and a semitone; the minor sixth of three tones 
and tfffo semitones. In the major scale there are /our major and three minor 
sixths; the latter being shown, in the passage above, by black notes. 

The pupih should examine each interval^ thus: from Do to Re, a tone; from Re to Mi, a tone; from 
Mi to Fa, a semitone; from Fa to Sol, atone; from Sol to La, a tone: four tones and a semitone 
form a major sixth. From Mi to Fa, a semitone; from Fa to Sol, a tone; from Sol to La, a tone; 
from La to Si, a tone; from Si to Do, a semitone: three tones and two semitones form a minor sixth. 

3. A third on inversion {see Chap. XVI.) becomes a sixth; and moreover a 
mcyor third, becomes a minor sixth, — and vice versd. 

fig. 2 

yv ^ ' "— •^ =^-^ 

Migor Third. Minor Sixth. Minor Third. Migor Sixth. 

b. Let us now prepare for the Exercises by touching and sol-&-ing some passages of Sixths. 
7%0 Teacher will touch and sol-fa thefoUowing, or a/ny similar passages qf Sixths; the class imitaHng him. 
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SIXTHS. 


[Crap. XIX. 


EXERCISES FOR THE PJIACTICE OF SIXTHS. 
Ex. 1, Svriht (prwwnl Ltuam). 
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Ex. 3, Fonrl&f (Cfaq^ XIV.) 
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Ex. 2, SiMiha {pruetU Leiaon), 
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Ex. 4, Fourth (Chap. XIV.) 
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Ex. S, SUeths (pretent Lesum). 
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Ex. 1, FourOu (Chap. XIV.) 
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Ex. 4, ;S'Mr/A« (present LeMon), 
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Ex. 5, Surthi (prnent Lttton). 
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Ex. 8, F<wr/A« (Chap. XIV.) 
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Ex. G, <S^ur/A« {present Lesson). 
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Ex. 9, Four^Af (Chap. XIV.) 
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Ex. 7> Sixths (present Lesson). 
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Ex. 10, F(wr/A« (Chap. XIV.) 



H 


^^ 


^a^ 


g 


^ 



-Or^ 


s 


312 


g 


^is 


^^ 


^ 


-© 


5 


^^i 


[Vocal 


Chap. XIX.J 


SIXTHS; 


5S 


Ex. 8, Swihs {pretent Lesson), 
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Ex. 5, Fourths (Chap. XIY.) 
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Ex. 9, Sixths (present Le8Son)i 
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SIXTHS. 


[Chap. XIX, 


1st. 



Ex. 10, Sijtiht (pre$ent Leaon). 
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Ex. 7> FowrOu (Chap. XIV. ) 
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c. The three following exercises are repetitions of Ex. 5, 6, and 7 (page ^2) of the Sixths, bat 
accompanied by three of the exercises on Seconds, instead of Fourths. 


iBt. 


2nd. 



B 


Ex. 5, Sixths {present Lesson). 
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Ex. 4 Seconds (Chap. X.) 
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Ist. 


2nd. 



Ex. d, Sisths {preteni Letton). 
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Ex. 5, Seconds (Chap. X.) 
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l8t 


2nd. 


Ex. 7> SUtths (jpreteni Lesson). 



Ex. 6, Seconds (Chap. X.) 
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EXAMINATION ON CHAPTER XIX. 


Q. How many degrees does a sixth include? — A, 
Six. 

Do two notes, a sixth apart, occupy omilar or dis- 
omilar positions on the stave ? — Disdmilar portions. 

Oive me an instance. — Mi stands on the first line, 
and Doy the sixth above it, on the third space. 

[Anff other example would do as welLI 

Touch on the hand the two last-named notes. — 
[To be done.] 

How many notes can be put between two notes a 
sixth apart? — Four. 

How many sorts of sixths are there in the dia- 
tonic scale ? — Two. 

What are they? — The major and minor sixth. 

What does the major sixth consist of? — Four 
tones and a semitone. 


What does the minor oxth consist of? — Three 
tones and two semitones. 

How many major sixths are there in a major 
scale? — Four. 

How many minor? — Three. 

What note is a sixth above Mil — Do. 

Is it a major or a minor sixth ? — Minor. 

What note is a sixth below Rel—Fa, 

Is it a major or minor? — Major. 

Of what interval is a sixth the inversion ? — Of the 
third. 

What sort of sixth does a minor third become on 
inversion ? — A major sixth. 

[Similar questions to be continued, ad lib.; the 
pupils, when at a loss, always making out the intervals 
for themselves. — See directions following Par. 2. 
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EXERCISES FOR THE PRACTICE OF DOTTED CROTCHETS AND TIED KQTE&L 

1. A DOT after a note prolongs it one half. {See Chap. VI., Par. 1.) 

0. The two following scales of dotted notes aie to he sol-fi^-ed, as wdl as read in time, on hotfr 
methods. 

2. In calling notes by their names of sounds the dot is not to be named; being: 
part of the shape of a note, bnt not at all affecting its place. 

Ex. 1 



Ex. 2 



m 


s 


^ 


B 


5^ 


nil 


f^m 


x± 


TIf 


^ 


3. A dotted crotchet fig. l ( r~^ j is eqtial to, or takes as long to sing a^ 


three quavers, -fig. 2 ( 



j — two quayers for the crotchet, and one for 


the dot, 

4. But the dot is not the only means of prolonging a note. This mark, 
fig. 3 y^ — **^ (the slur), which implies {see Chap. XIII., Par. 3) that the notes over 
or under which it is placed are to be sung smoothly, is^ when % 4 
vlaced over two notes of the same name and pitch, called a tie or bind, i^ ^i — 
and implies that the first note is to be prolonged to the end of the F F — 
second, — ^in fact, that the two notes are to be turned into one. — j— -H^— 

5. Not only can a note be made half as long again by a dot, or by a tie, but 
by means of a tie any portion of time whatever may be added to it; as. 


^ 


^ 


fig. 7 


fig. 8 


3=? 


^^ 


^m 


IZL 


^ 


&c. &c. 


6. It will be seen by —^'^^^^ 

the exercises below, that *&• ^ 



are one and the 


an^ fig. 10 p./ same thing. 


[VoCAI. 


Chap. XX.] 


SIXTHS. 


Th§ Teacher will direct the attention qf the class to Exercifle I A, B, and C. 


67 


b. The notation of Exercise 1 A and B is the same, but the ^ect is very different, on account 
of the tied notes. 

The ' Teacher will read and sol-fa A and B. In reading tied notes, the second is not to he named, 

c. The notation of B and C is not the same, but the ^f^ is the same.— (^Sbe Par. 4.) 

The Teacher will read and scirfa B and C. 

d. Let us now read and sol-fa A, B, and C, and the following Exercises. 
\To he dofne,^ 



Do Do Re 


-B- ^il^^jJjli^ 



Do, Re, Mi, Fa, Sol, La, &c. 



Do, Re, Mi, Fk, Sol, La, &c. 


Ex. 2 



^^P 


Ez.3 





Ex.6 
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SIXTHS. 


[Chap. XX. 


FIRST SONG ON THE INTERVAL OF THE SIXTH. 

e. In the following song, which contains no interval greater than a sixths dotted crotchets are 
introdnced. 

The two partt qfihU tong, qfter having been weB jtraeHaed eeparai^, mag be eung together. 


The Words by Campbell. 

Andantino. 


Ist 
Part. 


THE RAINBOW, 


The Music by Jomr Hullah. 


2nd 
Part. 



1 Tri - am - phal arch, that ftU'it the iky When itorms pre • pare to 

2 The earth to thee its in - cense yieldi, The lark thy wel - come 

3 As fresh is yon bo - ri - son dark, As yoang thy beau - ties 



f 



Tri .urn - phal arch, that fill'st the sky When storms pre • pare to 
The earth to thee its in - cense yields, The lark thy wel - come 
As fresh is yon ho - ri - son dark, As yoong thy bean - ties 



3 


^ 


S 


^ 


t 


^E 


part, 

sings, 

seem. 


I ask not proud phi • lo - so - phy To teach me what thou 
When glit - t'ring in the fresh - en'd fields. The snow - y mnsh - room 
As when the ea - gle from the srk First sport - ed in thy 
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part, I ask not proud phi - lo - so - phy To teach me 

sings, When glit - t'rmg in the fresh • en'd fields. The snow - y 
seem. As when the ea - gle from the ark First sport - ed 

Ores, 


what thou 

mush • room 

ia thy 



artl Still seem as 

springs. How glo - rious 

beam. For, faith - frd 


to 
u 
to 



my childhood's sight, A mid - way sta - tion 
thy gir - die cast O'er moun*tain, tow'r, and 
its sa - cred page, Heav'n still re - builds ^ 

Cree, 


^ 
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^ 


art! Still seem as 

springs. How glo • rious 

beam. For, feitfa - frd 


to my childhood's sight, A mid - way sta • tion 
is thy gir - die cast O'er moun-tain, tow'r, and 
to its sa • cred page, Heay'n still re - builds thy 



^^ 


IE 


m: 


^m 


giv'n, 
town, 
span, 


For hap - py spi - rits to a - light, Be - twixt the earth and heav'n. 
Or mir - ror'd in the o - cean vast, A thou - sand fa - thorns down. 
Nor lets the t3rpe grow pale with age, That first spoke peace to man! 



i 


m 


-^ 


i 


■o^ 


giv'n, For hap - py spi - rits to a - light, Be - twixt the earth and hea'vn. 
town, Or mir - ror'd in the o - cean vast, A thou - sand fa • thorns down, 
span, Nor lets the type grow pale with age, That first spoke peace to man! 

f Vocal 


Chap. XX.1 


SIXTHS. 


5d 


EXAMINATION ON CHAPTER XX. 


Q. What effect has a dot on a note ? — A. It pro- 
longs it one half, (or) makes it half as long again. 

To what is a dotted minim equal ? — Three 
crotchets; or six quavers. 

To what is a dotted crotchet equal ? — Three qua- 
vers. 

Is there any other way of making a note longer, 
besides putting a dot after it? — Yes; another note 
can be added to it by means of the tie or bind. 


Show me (with your finger in the air) the form of 
a tie.— [7V> be done^l 

If a quaver be tied to a crotchet, how long will it 
last ? — As long as three quavers. 

Beat a bar containing a crotchet, two quavers, 
(the first tied to the crotchet,) and two crotchets. — 
[ To be done; and similar Ej^nroiset to be continued^ 
ad lib.] ' 


fig.l 


Chapter XXI. SEVENTHS. 
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1. The interval of a seventh is found between two notes including seven 
degreesy and is formed of seven diatonic positions on the hand and stave. Two 
notes^ a seventh apart^ occupy similar positions on the stave, and can be separated 
hy five other notes. 

a. Touch and name, aflber me, the notes of each interval in the passage above. 
To be done, thus: Do, Re, Mi, Fa, Sol, La, Si; 1, 2, 8, 4, 5, 6, 7; Do— Si; seventh, ^e. ^e. 

2. In the diatonic scale there are two kinds of seventh, major and minor. 
The major seventh is formed of five tones and a semitone; the minor seventh of 
four tones and two semitones. In the major scale there are two major and five 
minor sevenths; the latter being shown, in the passage above, by black notes. 

• 

The pupils unll examine each interval thus: from Do to Re, a tone; from R« to Mi, a tone; from Mi 
lo Fa, a semitone; from Fa to Sol, a tone; from Sol to La, a tone; from La to Si, a tone: Jive tones 
and a semitone form a major seventh, ' From Re to Mi, a tone; from Mi to Fa, a semitone; from 
Fa to Sol, a tone; from^l to La, a tone; from La to Si, a tone; from Si to Do, a semitone: four 
tones and two semitones form a minor seventh, 

3. A second, on inversion {see Chap. XVI.) becomes a seventh; and, more- 
over, a major second becomes a minor seventh, and vice versd. 


fig. 2 



Mjyor Second. Minor Seventh. Minor Seconil Migor Seventh. 


5. The most ready way, therefore, of distinguishing the major from the minor seventh, is to 
remember that the one, being the inversion of the minor second, is a minor second or semitone 
less than an octave, and the other, being the inveraion of the major second, is a major second or 
tone less. 

c. Let us now prepare for the exercises, by touching and sol-fa-hig some passages of seventlis. 
Grammar."! 
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SEVENTHS. 


rCHAP.XXI. 


7%tf Teaeh§r wili Ufueh and «ol-/a A$fiamrim§f mr tmif dmUar pat$agea qftevefUht, the ehu Umiaimff Amh. 


w^ 


* 


^ 


'^'JJ^ 4o"jl 


a 


^^m 



■0-. 


m 


5 


P — Q — Q--^ 


fi^4— I 1 ^ 


q=2? 


s 


n 





t° i '\ '^ 


^=^ 


H 


&c^ 



iJjJi'i^ i 4o"JIJ^J J J J J J° 


F^j=a: 


&.C* 





rri'ffrf,f.\'^ ^ 


^^ 



E 


"O" 


&c. 



H 


S 


&c. 


EXERCISES FOR THE PRACTICE OF SEVENTHS. 


l8t. 


Slid. 



Ex. 1, Sevenths {present Lesson). 


^ 


-O^ 


^^5" 


-©^ 


33 


^& 



Ex. 3, rAwtfe (Ch. XII.) 
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Ist. 


2nd. 
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Ex. 2, Sevenths (present Lesson), 
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Ex. 4, Thirds (Chap. XII.) 
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Ex. 1, Thirds (Chap. XII.) 
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SEVENTHS. 


[Chap. XXI. 


Ex. 4, Sevemiht (pretemi Letami), 
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2nd. 
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Ex. % Tkirdt (Chap. XII.) 
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Ex. 5y iSfMtilAf ( preteni LtMmm). 
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Ex. 8, Tkirdt (Chi^. XII.) 
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2nd. 
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2nd. 



Ex. 6, Seftentht {present Letmm). 
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Ex. 9, T^tnit (Chap. XII.) 
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SEVENTHS. 
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Ex. 7} Seventhg (present Lesson), 
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Ex. 10, Thirds (Chap. XII.) 
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US 
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Ex. 8, Sevenths, {present Lesson), 


iBt. 


2nd. 
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Ex. 6, Thirds (Chap. XII.) 
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rCHAP. XXI. 


l8t. 


2nd. 



Ex. 0, Ssvenihi [pntml Lenon), 


S^^^^jj ^^ ^ 



Ex. 8, ThMt (Cbap. XII.) 
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Ex. 10, Seveniht (jtretent Lestom), 


iBt. 


2nd. 


| ^(';^-^^ i jrr;fffffroirrJJirrJrirr^ri 


Ex. 7> T^AInb (Chap. XII.) 
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EXAMINATION ON CHAPTER XXI. 


Q, How many degrees docs a seventh include ? — 
A, Seven. 

Do two notes, a seventh apart, occupy similar or 
dissimilar poffltions on the stave ? — Similar positions. 

Give me an instance. — Fa stands on the funtsptice, 
and Mi the seventh above it on the fourth Mpace. 

Touch these two last-named notea — [ To be done. ] 

How many kinds of seventh are there in the dia- 
tonic scale ? — Two. 

How are they called? — Major and minor. 

What does a major seventh contain ? — Five tones 
and a semitone. 

What does the minor seventh contain? — Four 
tones and two semitones. 


Is there any other way of distinguishing the major 
from the minor seventh? — Yes; the major seventh 
is a semitone less than an octave, and the minor 
seventh ia tone less. 
. What note is a seventh above /2e? — Do. 

Is there a major or a minor seventh between Re 
and Do? — A minor seventh. 

What note is a seventh helow Sol? — La, 

Is it a major or a minor seventh ? — Minor. 

Of what interval is the seventh the inversion ?— 
Of the second. 

What sort of seventh does a minor second become 
on inversion ? — A major seventh. 

[Similar queitioru to be eontinuedy ad lib.] 
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Chapter XXII. SEYEKTHS— continued. 


EXERCISES FOR THE PRACTICE OF DOTTED CROTCHETS AND TIED NOTES. 


Ex.7 



Ex. 8 
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Ex.9 
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Ex. IB 
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SEVENTHS. 


[Cbap. XXII. 


iBt 

Part 


FIRST SONG ON THE INTERVAL OF THE SEVENTH. 
a. The following mmg is in two parti^ and contains no interval greater than a tevmUh, 
The twoparU qf tim aom§^ 9pi&r kmring b^en well pr m a ti a^ d tepmnUdif, Huiy be sung togiiher, 

^T^^z^. CONTENT. 


The Mnaio by John Huixah 



2nd 
Part. 


1 No glo - ry I oo - vet, no rich - et I want. Am - U - tion ii no - thing to 

2 Hie bleM-ing which ?ro-Ti -denoe free- 17 hai lent I'll jvst-lj and gnte-ful-ly 



No glo - ry I co • Tet, no rich-et I want. Am- U- tion if no -thing to 
The bleu -ing which Pro-Ti-dence free-ly hai lent PU jnst-ly and grate-fid-^ 

-p Cr€8. 



me; Hie one thing I beg of kind Hea - yen to grant, !■ a 

prise. Whilst iweet Me - di - ta - tion and oheer - lid Con - tent Shall 

Ores. 



rriK 


r7 cr 

me; The one tiling I beg of tdad Hea • yen to grant, Is a 

prize, 'Whilst sweet Me - di - ta • t&on and oheer - fnl Con - tent Shall 



mind in - de - pen - dent and frve. 
make me botii health -Inl and wise. 


JN F f r J'Ji 


With pas - sions nn - mf - iled, mi- 
How Tain - ly, through in - fi - nite 



i gT jvi jj 


mind in - de - pen • dent and fr«e. 
make me both health -M and wise. 


With pas • sions nn - mf - iled, nn- 
How Tain - ly, through in - fi • nite 


i<iLj ^ r. r c; ! ^ ^ ^^ ^ j-j4^ ^^ 

^ tabt - ed wiu pride. By rea - son my lift let me square; The 

trou -ble and strife. The ma - ny thdr la - hours em - ploy! Since 


rea - son my lift let me 
ma - ny thdr la - hours em 



taint -ed with pride. By rea - son my life let me sqnare; 
trou • ble and strife. The ma - ny their la - boors em - ploy; 


The 



wants of my na - ture are cheap-ly supplied. And the rest are but fbl - ly and care, 
all that is tru - ly de - li^t-M in life, Is what all, if they please, may en • joy. 


# 




^^MJ7 i i^^j^; i j;jijj 


wants of my na - ture are cheap-ly supplied, And the rest are but fol - ly and care. 
aU that is tru - ly de - light-ful in hfe, Is what all, if they please, may en - joy. 
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EXAMINATION ON CHAPTER XXII. 

Beat a bar contwning two quavers, a crotchet, two I [To be done; and timilar Exerdtes totUinued. ad 
quayers (the first tied to a crotchet), and a crotchet. | lib.] 
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1. The interval of an eight hy or octave, is found between two notes including 
eigM degrees, and is formed of eight diatonic positions on the hand and stave. 
Two notes, an octave apart, bear the same names, occupy dissimilar positions on 
the hand and stave, and can be separated by six other notes. 

a. Touch and name, after me, the notes of each interval in the passage above. 
To be done ihus: Do, Be, Mi, Fa, Sol, La, Si, Do ; 1, 2, 3, 4, 6, 6, 7, 8 ; Do— Do, e^iUft; jfft jr. 

2. In the diatonic scale there is but one kind of octave, which contains 
five tones and two semitones; in fact, an entire diatonic scale. 

The pupils should esamme amy or all of the ootanes above on the same method as the other wUervals: 
from Do to Be, a tone ; from Be to Mi, a tone, ^e. jv.: five tones and two semitones form an oetaoef 

3. A unison on inversion {see Chap. XVI.) becomes an octave. 



Umaon. 


Octare. 


6. Enough has been sfud in this and the foregoing Chapters, to show that the octave has some 
properties peculiar to itself. First, *^ all notes bear the same names as their octaves;" then 
again, nnlike any other interval, there is but one Hnd of octave, which is (see Chop, I.) ^most 
naturally and eadly filled up by a diatonic scale,"-— that scale being hounded by two 
notes an octave apart. Above all, the octave being the inversion of the unison is in 
some cases to be reg^ed not so much as an intervaly as the eame note 
performed fy a deferent voice; for it was shown (Chap. III.) that 
the compass of the male and female voices was of the same extent, but ^' 
an octave apart; the consequence of which is, that were this note 
first sung by a Soprano, and then by a Tenor, an uncultivated ear might very excusably 

take them for the same sounds, because the one sound is in the /\ 

earns place in the Soprano wnce as the other is in the Thnor, Whereas -yj^ 

the sound song by the Tenor would really be an octave lower than "^*^ .^^ 
that sung by the Soprano, and should be represented thus: "^y 

I 

The French call the octave the douMe of a sound. 

c. Let us now prepare for the Exercises by touching and sol-fi»-ing some passages of octaves. 

GlUMXAB.'] F 2 
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OCTAVES. 


[Chap. XXIII. 


The Teacher mil sol-fa the fottowinff(, or an^ iimUar paaaaget qf oeimfes; the eUut mdtaiing him. 
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EXERCISES FOR THE PRACTICE OF OCTAVES. 


Ex. I, Octaves ( present Lesson). 
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Ex. 2, Octaves {present Lesson) 
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Ex« Ty Octaves {^present Les8on)0 
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EXAMINATION ON CHAPTER XXIII. 


Q. How many degrees does an octave contain ? — 
A. Eight. 

Do two notes, an octave apart, occupy similar or 
dissimilar positions on the stave ?— -Dissimilar. 

Give an example. — Mi stands on the first line, 
and Mi, the octave above it, on the fourth space. 

Touch these two last-named notes. — [To be done,] 

How many kinds of octave are there in the dia- 
tonic scale ?— Only one. 


What does it contain?— An entire scale: five 
tones and two semitones. 

Touch Re and the octave above it; Sol and the 
octave below it, &c. &c. — [7b be done; and simUar 
eceercMes to be oontintied, ad lib.] 

Of what interval is an octave the inversion ? — Of 
no interval; — of the unison. 
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Chapter XXIV. OCTAVES— con/inwarf. 

Prepare Large Sheet No. 13. 
EXERCISES FOR THE PRACTICE OF DOTTED CROTCHETS AND TIED NOTE& 
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EXERCISES FOR THE PRACTICE OF QUAVER RESTS. 

1. A restj of whatever kind, which occupies the beginning of a beat is, in 
reading, to be expressed by pronouncing aloud the number One. 


fig. 1 
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One, Do, one, Re, one, Mi, one, Fa. 
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FIRST SONQ ON THE INTERVAL OP THE OCTAVE, 
a. The following song contains no interval greater than an octave. 

The two pari§ oftkU ttrng^ 9pi&r haivin0 been well praeHaed eeparalefyf wutjf be sung together, 

TWINKLE, TWINKLE, LITTLE STAR. 

Allegro. Composed by John JBEullah. 

l8t 

Port. 



Twinkle 



, , lit -tie star. Howl won -der what yoa are! Up 

Mi*ca, mi-ca, par-va itel-la, Mi-ror qns-nam ns tarn bel-la! Splendens 
'Ai-oX' SoTtp^ Tiff vor* J; Oavii tfx - <i M«i Wf wot §t; 'Y-^foU 



2nd 
Part. 


umjf^iiM 


Twinkle, twinkle, lit -tie star, I How I won-der what yon arel Up a- 
Mi-ca, mi-ca. par-ya stel-la. Mi ror qiue-nam sis tarn bel-la! Splendens 
*Ai - ^* cbrrcp, ris iror* tf; Oavfi tfx - «» f««, rls wor §1; Tf - ^6$- 



bore the world so high. Like a diamond in the sky. Twinkle, twinkle, lit - tile 

e - mi-nns in Q - lo, Al - ba ve-lut rem-ma, oos-lo. Mi-ca, mi-ca, par-TS 

€v trrtkfimf Sp-m, *0 CfLafw^ h ov - pap - ^ *Aa • 6^ Strrtpf ris vat' 

g^- ■ — -^^ 



bove the world so high. Like a diamond in the sky. Twinkle, twinkle, lit - tie 
e • mi - nus in il - lo, Al - ba ve - lut gem-ma, cce • lo. Mi-ca, mi - ca, par > ts 
€v OTikfiiAv 3» " »f To cfuipay^ iv ov - pcof - ^. * Ac - (SX* Sar^p, tis wot' 



star. How I won-der what yon are! When the blazing son is gone, 

stel-la, Mi-ror qua -nam sis tam bel-la! Quan-do fervens sol dis-oes-sit, 
e?; Qavfi 1^ • *' /**> ^** ''"ot tU *H - Xt - og <^X($ya>^ € - fe, 



star,' How I won-der what you are! 
stel-la, Mi-ror qu»-nam sis tam bel-la! 
€?; Qavfi' ex ' €1 /*€, rlf nor fl; 


When he 
Nee ca- 
Kov-dey 



Then you show your lit • tie light, i Twinkle, twinkle, all the 
Turn OS - ten - dis lu - men pu-rum, Mi-cans, micans, per ob- 
Kat aif \afi-^ab-ovx - og ci, *At-<5X* &r-repy irav'wx 



no - thing shines up - on, Then you show your lit - tie light. Twinkle, twinkle, all the 

lo - re pra • ta pas-cit, Tum os - ten - dis lu-men pa - rum, Micans, micans, per ob- 
cX - \dfi - ncuv € ' (fw, Ka\ av Xafi-nab-ovx ■ os «, *Ai - 6X' ua-^repy na»-wx' 
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night. Then the 
8ca - mm. Ti - hi, 




traveller in the dark, Thanks you for yonr ti - ny spark: He could not 
noc - tu qui ya - ga - tur, Ob scin - til - lu - lam gra ta - tur ; Ni mi- 
/ - rrjf €v a-KSr-fi MtK - kv\ - y yi; - dti (fid - ei* Kd-fro/}- 



night. Then the 
scu - rum. Ti - hi 
€i'. "Epff 6d 


tray'ller in the dark, Thanks you for your ti - ny spark; Hecould not 

noc - tu qui ▼» - ga - tur, Ob sdn - til - In - ]«m gisa- ta - tur ; Ni mi- 

- ( - TTfs hf trtair^i Mu - kSK - y yy - ^i <^ - ec Ka-irop- 

- ifl» - Um - do O 



see which way to 
ca - res tu non 


go, If you did not twinkle so. In the dark blue sky you 
sci-ret, Quas per yi > as er*rans i • ret! Me«um sie • pe to -rum 


- ov. 


'Ac - 6\ ' ov y* &» - (V 'Bf trov- *Ai-6€p - a Kvav*ovv c;^- 
J) RcU - fey* - ton - dofT^ .7 ) 


Os- 


see which way to 
ca - res tu non 


go. If you did not twinkle 
sd • ret, Quas per yi - as er-rans 
- ov, *At -<(X*ov y&-€v-(9* 


^m 


so. In the dark blue sky you 
i - ret ! Me-um se • pe to - rum 
cov, *Ai • B€p - a KvdtMivv Hx' 



keep, And of - ten through my curtains peep. For you ne-yer shut your eye Till the 
lu - ce, Spe -cu-la-ris cu-ri-o-sa, Ne- que carp-se-ris so - po-rem Do - nee 
ctff, Ka - fi€ di - a (f}dp^»v /SXeircif * ^l ft Syfnm'Vov Bii- ua ori, 'Qg w 



i^^ 


keep, And of - ten through my cur-tains peep. For you ne-yer shut your eye Till the 
lu - ce, Spe -cu-la-ris cu-ri-o-sa, Ne- que carp-se-ris so - po-rem Do - nee 
f iff« Kd ' fu dc - h (fidp^av /SXcjTCiff* Zot d* Sypvn-vov 8fJL ' /la o^, *Qs &y 

sun is in the sky. Twin - kle, twin-kle, lit - tie star. How I won-der what you 
ye - nit sol per auram. Mi - ca, mi - ca, par - ya stel -la. Mi - ror quie-nam sis tam 
fj ' Xt-oj ^v - J. *Ai - dX* Str-repy ris iror* cf; QavfA c^ " ** M*> fis wot' 




mm is in the sky. Twin-kle, twin-kle, lit - tie star, { How I won-der what you 

ye - nit »iA per auram. Mi - ca, mi • ca, par - ya stel - la. Mi - ror quae-nam sis tam 

fj ' \i' OS ^HOf - J. 'At - dX* aC'Tepj rig vor c?; Qavfi ^x - « /*€, ris iror 



are! How I won-der what you are! How I, won-der what you are! 
bel • la ! Mi - ror quie-nam sis tam bel - la ! Mi • ror quae-nam sis tam bel - la I 


*?; Qav/A tfx - « fi«, ris nor el; Qavfi tfx - «« f»c, ris iror 


«; 



are! ' How I won-der idiatyou are! How I won-der what you are! 

bel -la! Mi -ror quae-nam sib tam bel -la! Mi - ror quae-nam sis tam bel • la! 

€i; Qavfi ex - ft fi€, res iror €i', Qavp,* tx - et /te, ris nor ci; 
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Chapter XXV. RECAPITULATORY EXERCISES. 

a. The two foUowing exercifles are a aort of w uMw ai y of the paasages pnctised in the ^r^oii^ 

Chaptei& 

The wereiae on JnHirvait itiobe itudied <Atif :— IA0 Teadter wiU pohU to Toriom barSf ai random; 
demanding firat qf one fUpU^ then qf another, what Intervals thep contain, and whether they are 
major or minor^ petfeet or impetfeett fe. The exereitee wilt then be 8ol-fa-ed bp the whole does, 
in 8triet Hme; am§ errore being oorreeted bg touching the paeeagee on the hand while sol-faring 
them. 

The exereite in THme ie to be read bg the iehole dan, denultaneoutlg; ang partieularig d\ffieult bar 
being repealed tUl correct. The Teacher elumld^ alsOf occationallg deaeribe a bar^ and make ang one 
pupil, or the wftole claea, eseoute ii aecordinglg. 


EXERCISE FOR THE PRACTICE OF INTERVALS. 
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EXERCISES FOR THE PRACTICE OF READING IN TIME. 
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BECAPITULATOBT EXAMINATION. 


Q. How many wnrtB of each Interval are there in 
the diatonic wmle? — A. Two; excepting of the 
octave. 

How are the two kinds of seeondi called? — Major 
and minor. 

Of what does the major second consist ? — A tone. 

And the minor second? — Of a semitone. 

How are the tfUrdt called? — BCajor and minor. 

Of what does the major third consist ? — Two tones. 

And the minor third ? — Of a tone and a semitone. 

How are the fourths called ? — The perfect fourth, 
and the sharp fourth or tritone. 

How many tones and semitones does the perfect 
fouith contam? — Two tones and a semitone. 

And the tritone? — Three tones. 

How many tritones are there in a major scale ? — 
Only one. 

How are the fifths called ? — Perfiect and imperfect. 


IVliaft does the perfect fifth contain ?~Three 
tones and a semitone. 

And the impetfect fifth? — ^Two tonea and two 
semitones. 

How many imperfect fifths are there in a major 
scale? — Only one. 

How are tiie sixths named? — Major and minor. 

What does a major sixth contain? — Four tones 
and a semitone. 

And a minor sixth ? — ^Three tones and two semi- 
tones. 

How are the sevenths called? — Major and minor. 

Of what does the major seventh consist?— Oi 
five tones and a semitone. 

And a minor seventh? — Four tones and two 
semitones. 

How many sorts of octave are there ? — Only one. 

Wliat does it consist of? — Five tones and two 
semitones. 


KND OF PART THE FIRST. 


[Vocal. 


A GRAMMAR 


or 


VOCAL MUSIC 


PART THE SECOND. 


QjuhmabJ 


PART THE SECOND. 


Chapter XXVI. SHARPS AND FLATS. 

Prepare Large Sheet No. 14. 

1. Each of the five tones of a diatonic scale can be divided into two 
semitones; that is^ a sound can be produced between Do and Re, at the same^ 
distance from each as Mi is from Fa, or 8% from DOy — a semitone. 

2. By this process, what is called a chromatic scale can be produced; that is 

a scale cowtavning more than two semitones. 

a. Fig. 1 is a representatioxi of a chromatic scale 
oomposed entirdy of semitones. The r^ded lines represent 
the natural sounds of the scale of Doy as in Chiip. I. ; 
the dotted lines represent the sounds which divide each 
tone into two semitones. The whole scale includes 
fifteen iowids, and consequently, tweke intervals-'^ 
semitones. 

The Teaeher trilipoini out and eouni the (Hj/inrent Unet, 
and ihe intervab between them. 

3. The intermediate sounds [towh one qf the 
dotted lines] are named sometimes after the sound 
below [touch a rtdediine]y sometimes after the 
sound above [umtA the next above]. If a sound 
take the name of the sound below it [touoh Fa]y 
it is called such a sound (Fa) sharp ; if it take 
the name of the sound above [touch Sol], it is 
called such a sound {Sot) flat. 

Give one or two other ejtamples. 

4. The fact of a sharp sound being substituted for a natural sound is known 
by a character called a sharp, formed thus ji; the fact of a flat sound being 
substituted for a natund sounds by a character called a flat, formed thus b* A 
natural, formed thiui ^, restores a sound previously raised by a sharp^ or lowered 
by a flat, to its original position in the scale of Do, which^ as it can be written 
without using sharps or flats, is sometimes called " The Natural Scale.^ 



M 


b. These three 
characters are placed 
i^bfi0 the notes they 
affect. — A sharp 
placed before Sol 


fig. 2 





would show that Sol 
sharp [touch it on the 
ladder] was to be sung 
instead of Sol natural, 
A fiat before JUiy 


fig. 3 



that Mi flat [touch U] 
was to be sung in- 
stead of Mi natural, 
A natural before Sol 
already made afaaip, 


fig. 4 



or before 
ilft already 
made flat, 



fig. 6 


w=S 


m 


would show that Sol natural and Mi 
natural were to be sunjg^. 
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5. So that a sharp may be said to raiie a note a semitone^ a fiat to lower it a 
semitone, and a natural to do either the one or the other, according to 
drcomstances. 

6. The power of raising or lowering a somid, by placing a sharp or a flat 
before the note which represents it, is nsed for various purposes. A greater or 
lesser number of altered notei are necessary in trafupoiitum, modulation, in minor 
scales, and in chromatic scales. 

tf. In the next Chapter we shall oonsider the uses o^ and the neoeidty finr (diarps and Eats in 


EXAMINATION ON CHAPTER XXVI. 


Q, Into what can a tone be diTided?-^. Into 
two semitonea. 

How ?— By pnttfaig another aoond between the 
two aoonds that oompoee it. 

What IB a chzomatie acale ?— A icale oontatning 
more than two eemitonoa. 

What does this fignze [kmeh the ladder^ lepre- 
aent? — ^A chzomatie acale eonaisting entizely of 
Bcmitonee. 

What do the ruled lines lepreeeot ?— The aoonda 
of the major scale of Do, 

What do the dotted lines represent ?— The aoonda 
which divide each tone into two semitones^ 

How many soonds does ikU chromatie scale con- 
tain?— Thirteen. 

How many intervals ? — Twelve. 

What are those twelve intervals? — All semitones. 

How are the intermediate sounds (lepiesented by 


the dotted lines) named ? — Some tim ea bom the note 
below, sometimes from the note above. 

If we name this [Umeh Fatt] after this ZUmek 
Fa] whai will it be ?^Fa sharp. 

And if we name it [toueh the tame dotted ime] 
after this [lo«M* Sirfj what win it be?~6!9l flat. 

How do we hnowiriien a note is meant to be song 
sharp or flat, instead of natural?— By eharpe or 
JIaii placed before them. 

DoKribe the form of a sharp. — [To he done,] 

Deeoibe a flat.— [To be done.] 

What is the effect of a naiurol9—li restores a 
note previously made sharp or flat to its old position. 

Describe a natural.— [7b be done.] 

For what purposes do we make notee sharp or 
flat ? — For tnnqwsitiony modulation, minor ecales^ 
and 


Chapter XXVII. TRANSPOSITION. 

Prepare Large Sheeta Nos. 14, 15, and 16. 

a. ^Eyeiymusical paaaage ia said to be in some particoLur scale,''- (jm Chi^. I, par 4.) All 
the mnsical passages which yon have as yet song, haye been in one acale— the major scale of I>o, 
It will readily be aapposed that this is not the only major scale ; the sentence aboye would alons 
imply that there were many others. 

1. The first note of every scale is called its tonic. Do is the tonic of all the 
exercises in the preceding chapters. 

2. Any note whatever may become a tonic; that is^ a scale may be made to 
begin on any note whatever. Any passage^ therefore^ which can be written in 
one scale^ can be, what is called, transposed into some other scale in which all 
the notes will be higher or lower, but in which the general effect will be the same, 
because all the intervals will be alike, and the notes at the same distances from 
each other. 

b. But, in this act of transposkiff it will be fonnd necessary to introduce many soonds which, 
as yet, we haye neyer song, and of comae as many characters to represent them ; for it will be 
seen that with onr present means,— Mom sounds and iksir oefoMi^— a major scale can only begin on 
Do; and, consequently, transpositkn is impossible. 

[Vocal 
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sa 


3. The following passage is in the scale of Do: — 
12 3 



To transpose it into the scale of Re^ every note must be placed a degree 
higher on the stave: we must have La instead of Sol, Re instead of Do, Do instead 
of Sif &c. &c. 

4. Using only the notes which we have as yet sung, the passage would appear 

thus: — 

12 8 4 6 


fi«r.2 M) (? J 


-Or 


m 


r± 


m^ 


On comparing it with the one above^ some difference will be found in almost 
every bar; and if the two were sung in immediate succession, it would hardly be 
supposed that they were meant for the same passage. 

The Teacher will tolrfa figs. 1 and 2 in immediaie tueeettioru 

c. Between each two notes {touch each note on naming «f) in bar 2 of fig. 1, there is a mmitone; 
in bar 2 of fig. 2, a tone. Between each two notes in bar 3 of fig. 2, there are a nu^ third and 
a tritane, instead of a minor third Bxid& perfect fowtky as in bar 3 of fig. 1. 

5. The tones and semitones of every major scale must follow in the same 
order as in the scale of Doy and the sounds Mi and Fa, and the sounds Si and Do 
are naturally a semitone apart. On comparing the scales of Do and Re, from 
which figs. 1 and 2 are taken, it will be seen that several of the tones and semi- 
tones are not in their proper places. 

fig. 3 ^ fig. 4 




7 8 3 4 7 8 

d. Mt and Jb, and Si and Do (each two naturally a semitone apart), are the Srd and 4th, and 
7th and 8th of the scale of Do; but they are the 2nd and 3rd, and the 6th and 7th of the scale 
of Re; and their places are taken by Fa and Sol^ and Do and 720/— notes each a tone apart. 
Clearly, then, the scale of Bcy as it stands here [touch fig. 4], is not a major scale ; and fig. 2 taken 
from it cannot sound at all like fig. 1 ; which, howeyer, it ought to do, and may be made to do, 
exactly. 

e. Some contrivance is wanting to make the semitones &11 between the 3rd and 4th, and 7th 
and 8th of the scale of Be, as they fiiU between the 3rd and 4th, and 7th and 8th of the scale of 
Do. 

6. An attempt to transpose the passage above into Si (a degree lower) would 
be attended with even worse results. 


fig.6 
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Not only are almost all the intervals here unlike those in fig. 1^ but the notes 
follow one another in such a manner that they must be considered as noiae^ — i. e. 
not music at all. The passage^ if it can be so called^ is scarcely practicable. 
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The Teaeher wiU {ifhe can) tol-fa i^ \,and 5 m immtdiaU meee$dion^ and then eampare a few qf the 
mierfHUtin£g,byfiihihot€m£gAyshowi9igthaiF9kand^firmairUonefB^ atone, 4[e, 

He Mhould altea^ taueh each inierval an naming it. 

7. The scale from which this passage is taken^ when put beside ihat of Ih, 
will be found to differ from it in almost every progression. 

fig. 6 ^ fig. 7 
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/. Here we have not only Umet between the Srd and 4thy and 7th and 8th sounds of the scale, 
but semttcnes between the 1st and 2nd, and the 4th and 6th. 

ff. Some oontriyance is again wanting to distribute these interrals properly, as in the scab 
of Do, 

h. Were we to transpose the passage above into any other scale, the result would be the same ; 
a greater or lesser number of intervals would be wrong, because the scales from which fhey were 
taken would have one or both of their semitones out of place. 

8. It has been already stated that sharps or flats are indispensable to 
transposition; or, in other words, that like intervals can only be produced in 
different scales by the use of sharps or flats. 

9. Therefore, when we have occasion to transpose a passage, we must 
augment or diminish some of the intervals between the notes, by taking from 
the chromatic scale certain sharp or flat sounds, and using them instead of the 
natural soimds of the ^'natural scale.^^ 

10. This passage, which we recently failed in transposing. 



will in the scale of Re appear correctly thus: — 


». ^-(t J | °i If r|J„j rlJ J j 3 


xy 
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i. Do iharp [touch each note on naming if\ is substituted for Do fuxturaly to correspond with 
Sty which is a semitone from the note before it, and a semitone from the note after it ; and Fa^ 
thorp is substituted for Fa natural^ to correspond with Mi^ which is a minor third from the note 
before it, and a perfect fourth from the note after it. On being sung noWy it will be found tbat* 
though all the notes of the passage are higher in one scale than in the other, yet ^^ the general effect 
ia the same, because all the intervals are alike, and the notes at the same proportionate d'fftances 
from each other." {See par. 2.) 

The Teacher will eoUfa figs. 8 and 9 in immediate suoceMion, 

. 11. On comparing the scales from which these two passages are taken, the 
cause of their similarity will be evident. 

fig. 10 ^ fig; 11 
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j. By substitating Fa ^ for Fa Q, the semitone is no longer between Mi and Fa (the 2nd and 
3rd of the scale of Re\ but between Fa ^ and Sol (the Srd and 4th). And by sabstitnting Do ^ 
for Do Qy the semitone is no longer between Si and Do (the 6th and 7th), bnt between Do and 
Re (the 7th and 8th). 

Touek eath note on naming U. 

k. 7%is scale of Be [touch fig. 11] is a major scale, in construction like that of Do, Repeat the 
two scales aboye, in immediate succession ; making the manual signs of tone and semitone. 
[To be done, ipet^fying the notes made Mharp,] 

L Sing, first the scale of Doy and then the scale of Be, making the manual signs. 
[7*0 be done. In singing^ the pupUs wiU not name the aharpsJX 

12. To transpose fig. 8 a tone lower, still greater changes must be made, for 
the tonic itself must be Siftat note; Si Q {natural) being but a semitone below Do, 


fig. 12 


m. By means of the Si b the tritone originally between Fa and Si Q is diminished to a perfect 
fourth, and the tone between Si Q and La is diminished to a semitone. By means of the Mi \^ 
the semitone originally between Fa and Jfi Q is extended to a tone, and the major third between 
Mi Q and Do reduced to a minor third. The Si \} at the end produces a peffeet, instead of the 
itnpeffect fifth originally between Fa and Si Q. On being sung now, the passage will be found 
to have the same general effect as in the scales of Do and Be, 

The Teacher will ting figs. 8, 9, and 12 in immediate sueeession, 

13. On comparing the scales from which the two passages are taken, the 
se of their similarity will be evident. 

^. 13 fig. 14 
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n. By substituting Si |> for Si Q [touch each note on naming it"] there is now neither a semitone 
between Si and Do (the 1st and 2nd of the scale of Si )}), nor a tone between La and Si (the 
7th and 8th) ; and by substituting Mi \) for Mi ^ there is now neither a tone between Be and Mi 
(the Srd and 4th of the scale of Si)y nor a semitone between Mi and Fa (the 4th and 5th). 

0. This scale of /S^t b is a major scale, in construction like that of Do, Repeat the two scales 
above, in immediate succession, with the manual signs. 

[To be done."] 

p. Sing first the scale of Do, then the scale of Be, then of Si \}, making the mftniifll signs. 
[To be done. In tinging, thejiats should not be tpecijied,'] 

q. The necessity for sharps and flats in transposition haying been proved, we must now, in 
order to render the hand as useful in all scales as it has been in that of Do, find places for the 
notes eharp and flak, as we have hitherto done for the notes natural, 

r. You will remember being cautioned, in a former lesson, to place the first finger of the left 
hand in the middle of the fingers of the right ; the necessity for tMs wUl now appear. 

14. The roots of the fingers are touched to represent the sharp notes, and the 
/tj7« to represent the J2a/ no/e^,— as shown in the figure annexed. 
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9, The figure above aocuntely represents the positioQ of all notes on the Treble fltare-* 
natural, sharp, and flat. 

The Teaeher will direct aitefUUm io (hefiifure above^ give aoma iUuttroHona on hit own handf mnd then 
exercise the dots en the petUUnu qf netet naturai, eharpf mid /at ; until they are touched with 
readiness and accuracy, 

t. In the next Chapter we commence a second series of ^ Exercises for the practice of Inter- 
vals." Although arranged in the same manner as the series we concluded at Chap. XXV., it will 
be found much more varied in its character. Many of the Solfeffgioe^ as well as the songs, axe in 
three parts ; and Canons, Rounds, and other interesting Pieces will be found among them. All, 
however, without exception, tend to the further practice of the particular interval to which the 
Chapter is devoted, or to the study of some new musical difficulty of time, or tune. Any terms 
not before encountered, will be explained as we want to use them. 

The practice of reading in J%vm h^ore sol^fa^ingf and cf sotrforing before singing^ {when there aire 
words^) it to be striettg adhered to. 

The Teaeher wiU probably find it neeettary tometimet to repeat explanationt already given ; where 
this is likely to occur^ he will be assisted by references to some foregoing Chapter, For the meaninge 
qfthe ufords Allegro, jy;., see Chap. XI. 


EXAMINATION ON CHAPTER XXVII. 


Q, In what scale are all the passages in the pre- 
ceding chapters ? — A, In Do. 

Is that the only major scale?— No; there are 
many others. 

what is the first note of a scale called ?-*The 
tonic. 

Can any note be used as a tonic ? — Yes ; a scale 
may begin on any note. 

What do we call the act of «*liimgiiig ^ passage 
from one scale to another ? — Transposition. 

Can a passage be transposed from the scale of JOo 
merely by placmg the notes higher or lower on the 
stave? — No. 

Why? — Because the semitones would no longer 
be between the 3rd and 4th and 7th and 8th of tiie 
scale. 

Are the 3rd and 4th, and 7th and 8th of every 
major scale to be separated by semitones ?— Yes. 


How then do we augment or diminish any of the 
intervals in a passage for the purpose of ttanspoeing 
it, or making it somid the same in one soUe as 
another ? — By using sharp or flat notes instead of 
natural notes. 

Repeat the names of the sounds which form the 
scale of RCf making the manual signs. 

[To be done, thus: Re, Mi, Faf, Sol, &c] 

In the same manner, the scale of Si \^ — [To be 
done, as brfore,'\ 

On what part of the hand are the sharp notes 
represented ?^At the roots of the finj^ra 

On what part of the hand are the flat notes repre- 
sented ? — At the tips of the fingers. 

Touch Dot, Solhy Soli^ Rejfy /{^ b, &e., &e.— 
[To be done; and similar Exercises to be continued, 
adhb.] 
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Chapter XXVIII. SECONDS— rewimerf. 

Prepare Large Sheets Nos. 14 and 17. 
12 3 4 5 6 



1. Were notes made sharp or flat only for the purpose of transposition, 
there would be no difficulty in singing them. All major scales are equally, easy 
to sing. 

2. But it has been shown that sharps or flats are used for other purposes 
besides transposition; for modtUationy for writing in the minor scalcy and the 
chromatic scale, 

3. By the use of a greater or lesser number of sharps or flats, we can not 
only write any scale^ but augment or diminish any individual interval. 

Before proceeding further wiih the study of this Chapter, the Teacher should examine the class om 
the interval of the second, — {See Chap. IX.) 

4. A major second may become minor, or a minor second become major, by 
putting a sharp, or flat, before one of the notes composing it. 

fig. 2 fig. 3 



321 


-^ 




-^ 


1'' 


EZ 


^ 


^ 


xz 


Migor Second. Minor SeconcU. ^^ Minor Second. Migor Seconds. 

5. An interval does not change its species (major or minor— 'perfect or 
imperfect) when both the notes composing it are made sharp or flat. 

fig. 4 ^ fig. 5 
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Mi\jor Seconds. 



Minor Seconds. 


o. At the head of this Chapter are various examples of major and minor seconds. Let us 
examine them. 

The pupils wiU read each of the intertfals in fig. 1, soffing whether the second be major or minoTy thus : 
Do— Be ; major second : Do — Si ; minor second, S[c. 

h. The mamM Hfftu of the tone and diatonic semitone will, of coune, serve to distinguish the 
major and minor second,— the same intervals. — (iS^^^ Chap. IX., par. 5.) Read again each two 
notes of fig. If showing hy the mcmual ngns wlxether ijie second between them be major or 
minor. 

The class will read fig. 1 with the manual »gn» ; making a short pause at each double bar, 

6. When a piece of music is in any scale but that of Do, the essential sharps 
and flats are gathered together and placed at the beginning of the stave, forming 
what is called the signatlire, by which we know what the scale is*. But when a 
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modulation occurs, the sharps or flats are placed immediately before the particular 
notes to be altered, 

7* By a modulationy is meant a change of scale in the coui'se of a piece of 
music, not accompanied, for the most part, by a change of signature. 

8. Few, even of the most simple pieces of music but contain one or more 
modulations. The Song No. 1, on the next page, contains two modulations; one 
into the scale of Sol, the other into the scale of Fa. 

The Teacher wiU pcini out the places qf thete modukUumtf^n the eeeond andfimrth Hnes. 

9. The execution of these particular passages depends on the power of 

sin^g, at will, sounds either a tone oi" a semitone above any given note. 

e. You hare never yet Bung a soond which is a tone above JUi, or a eemUane below Soly like 
the Fa ^ in No. 1 ; nor a sound a eemitone above La^ like the fi \}. 

The Teacher should point out these notes on naming them. 

d. For this, some preliminary practice is necessary, in which the manual signs of the tone and 
semitone will again be found useful. 

The Teacher wiH namCy and the pupils tcill sol-fa ihefoUowing fM»fef,makhig the manual signs af tone 
and semitone. Tlte Teacher should always sound the first note himself , and sometimes the second, 
before the pupils attempt to do so» Similar passages can be practised, ad lib. 
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When ^is praetiee has been continued a short time, the Teacher will touch and self a a few qfthefol" 
lowing or any similar passages^ the dass imitating him. The practice of these exercises should not be 
continued too long at a time. 
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e. In the course of the following pages, the air No. 1 will be found in- several major scales ; 
thus serving as a preparation for every scale, and an illustration of the prind^e of Transposition 
established in Chap. XXYII. 
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AIR— In Two Parts. 


No 1 

1st 
Part. 


Allegretto. 


Composed by John Hullah. 
Ores, 



2nd 
Part. 


List, the 


mer-ry bells are rmg-ing, And the 

Ores. 


cho - ris - ters are 



List, the mer - tj bells are ring -ing, And the cho - ris - ters are 



singling. And the girls are gar-lands 


ing at their 



^ 


• i ' iiii 


-^ 


sing -ing, And the girls 


are gar- lands fling-ing 


j=) — i^ 

at their 



J m \-i 



feet; For they say the war is o - rer, And with shouts each war-worn 



J i l J * J J ^ 


t:j 


feet; For they say the war is o - ver, And with shouts each war-worn 



ro-yer Doth his vil-lagehomedis - co- ver. Hail! hail! sweet peace! 


Ores. 


Ball 



iiiUJi 
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hSif! 


"O 


■/^v- 


■e> 


ro- ver Doth his yil-lage home dis - co- rer. Hail! hail! sweet peace! 
♦ This sharp is placed here because the laws of accidentals have not been yet explained. 
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EXAMINATION ON CHAPTER XXVIII. 


Q. Are notes made sharp or iSat only for the pur- 
pose of transposition?— J. No, they are altered in 
modulation, in writing minor scales and chromatic 
scales. 

By using a sharp or a flat we can augment or 
jwniniali any interval : how can a major second he 
made minor ? — ^By putting a flat hefore its upper 
QOte^ or a sharp hefore its Tower note. 

How can a minor second he made mijor ? — By 
putting a sharp hefore its upper note, or aflat hefore 
its lower note. 

Touch on the hand Do and the major second 
ahoYe it.— [To be done A 

Touch I)o and the minor second ahove it^[ro be 
done,} 

Touch Do and the minor second helow it.— [To 
bedoneJ] 


Touch Do and the major seeond helow it. — [7b 
be done.] 

Does an interval change its species when both its 
notes are raised hy a sha^, or bwered hy a flat ?— 
No. 

What interval is there hetween 5o/ anJ Za ?— A 
tone. 

What interval is there hetween ^ Jf and Za {(?— 
Atone. 

What interval is there hetween Sol\) and Zaj;?— 
A tone. 

What is a modulation ? — A change of scale not 
implied by a change of signature. 

How many modulations are there in No. 1 ?— 
Two. 

Pohit them out. — [7b be done.] 


Chapter XXIX. SECONDS— continued. 

Prepare Large Sheet No. 17* 
DASHE&f, DOTS, SYNCOPATIONS. 

1. A dash over a note {see fig. 1^ Sheet 17) implies that it is to be cat very 
shorty and the time that it would take filled up^ as though there were rests. Thus 
the entire length of the bar is not altered^ nor is the place of the dashed note 
disturbed. 

fig. 2 


a. Thus 



will Boondlike 


i 


To be eol'fared by Ihe Teacher, 

2. Notes with dashes over them are said to be marked staccato; that is^ taken 
off— separated. 

3. A dot wer a note {see fig. 3) shows that it is to be cut short, but not so 
^hort as when dashed. 

fig. 3 ^ fig. 4 


5. Thus 



will sound like 



^ 


To be toUfored by ihe Teacher. 

4. Notes with dots over them are said to be marked mezzo staccato; that is^ 
Aa{f staccato. 

The Teacher wUi take care Aai the dot oyer a note, be not oonfcvnded utUh the dot after a note. 

5. Passages, not dashed or dotted^ should be performed legato; that is, smoothly. 
To sing legato may therefore be considered the rule, and to sing staccato, or 
mezzo staccato, the exception. 

e. The two following exercises consist of the same noteSy but the marks of expression, care- 
folly observed, give to each a veiy dififerent ^ect. The use of a elur, ^"^ particularly when 
placed over two notes, was explained in Chap. X^ par. 2. 


To be sol-fa-ed, first in unison, and then in canon 
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CANON. A&B. 


No. 1 


GompoBed by Wilheic 





»o. 2 



CANON. A & Bf 


B 


^JJjIiJJjU^ 


Composed by Wilhem. 





d. No. S, an Exercise for the practice oi syncopoHms (we Chap. XII. par. 4), is whlit is called 
a Round. 


6. A Sound is a species of Canon {see Chap. YII.^ par. 6), all the parts of 
which are to be sung consecutively by each set of voices. 

e. The round below is in two parts only ; the first voices having song straight through 1 
[th&w the part] wiU go at once to 2 [^point to •/], the second voices beginning at 1 [_ point to W], 
Each part will thus be sung, alternately, until the signal to stop is given. 

/. A pause [toueh O below] in a round or canon, merely shows the place where it is to end, 
after being sung through as often as may be desired. 
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ROUND. 


The TeathtrwiU point out the tynoopaHom produced hffihetieei O |i. ) and read and aol-fa thenu 

AU^;retto. ^^^ Compofled by Wilhxm. 
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EXAMINATION ON CHAPTER XXIX. 


Q. What is the use of a dash over a note? — A. 
To show that it ib to be cut veiy short 

Does this etUHng make the entire bar, in which 
the note is, shorter? — No. 

How, then, is the time of the bar filled.np? — By 
waiting, as though they were rests. 

What is the use of a dot over a note ? — To make 
it somewhat shorter than its pro^r time, but not so 
short as if there were a dash over it. 

What effect has a dot after a note ? — It makes it 
half as long again. 

How are passages not dashed or dotted to be per- 
formed? — Legato; that is, «moo/A/y. 

How are notes, with dashes oyer them said to be 
iftarked? — Staeeato, 


How are notes with dots over them said to be . 
marked? — Mexzo staccato. 

What is the meaning of staccatof — Taken off; 
separated. 

What is the meaning of mexxo? — Ha^, or mid' 
diing. 

What is a round $ — A sort of canon, of which all 
the voices sing each part, one after another. 

Explain how No. 3 is to be performed. — [7*0 be 
done.] 

What is the use of a pause in the generality of 
music? — To show that the note oVer which it is 
placed may be held as long as the singer pleases. 

What is the use of a pause in a round, or canon ? 
— To show where it is to end after bemg sung as 
many times through as the performers please. 
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Chaptbb XXX. OP THE ORDER OF SHARPS AND PLATO. 

Prepare Large Sheets No8. 14 attd 18. 

a. It was shown in Chap. XXVII. that hy using a greater or lesser number of shaips or flats, 
a major scale may be made to begin on any note whateyer. In this chapter will be ^own the 
order in which scales naturally follow each other, and add to their number of sharps or flats. 

1. If a series of major scales be made, starting from Do, the tonics of which 
are a perfect fifth above each other, it will be found that each scale requires a 
sharp more than the one before it. In like manner^ if a series be made^ starting 
from Do, the tonics of which are a perfect fifth below each other, it will be found 
.that each scale requires Viflat more than the one before it. 

It thould be explained eilher now or pretenUjfy that for the sake qfpkuing the notes on the stavey many 
of the scales mil be writtefi a fourth below, instead qf a fifth above^ — and vice versft. This does 
not at all affect the principle. 

b. We start from DOy whose scale requires neither sharp nor flat^ but which being the model 
of all other major scales is once more exhibited. 



The Teacher will once more examine Ms pupils on the construction of this scale, and make them 
repeat the figures \, 2, 3, 4, 5, 6, 7> 8, with the maTinal signs. He should liketnse again remind 
them that the tones and semitones of everj major scale follow in the same order; and that Mi and^ 
Fa, and Si and Do, are, by nature^ a semitone apart. 

e. A fifth above Do is Sol: let us make the major scale oiSol. • 

The Teacher will place himself before the classy and touching on his hand eaeh note on naming it {the 
pupils imitating), will form the scale qf Sol, as follows: — 


2. From Sol (the 1st of thfe scale) to La (the 2nd) — a tone; from La (the 
2nd) to Si (the 3rd) — ^a tone; from Si (the 3rd) to Do (the 4th) — a semitone; 
from Do (the 4th) to Re (the 5th)— a tone; from Re (the 5th) to Mi (the 6th)— 
a tone; frx)m Mi (the 6th) to Fa natural (the 7th) would be a semitone; but there 
must be a tone between the 6th and 7th of a major scale^ — ^we must, therefore^ 
have Fa sharp, which is a tone above Mi; from Fa |l (the 7th) to Sol (the 8th) — 
a semitone. 

The Teacher wHl turn to the Sheet, and show the scale below. 
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3. Here is one sharp — Fa & It will be seen not only that the next scale 
requires two sharps^ but that the next sharp is sl fifth above Fajk, as the next tonic 
is 2L fifth above SoL 

d.Reis& fifth above Sol, and is, therefore, the next tonic; let us make the scale of Re, 
To be done like the scale qf Sol (Par. 2), and afterwards shown as behw. 
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4. Here are tvH) sharps — Fa ft and Do ft. Fa ft, which was produced in the 
preceding scaler and Do ft a fifth above it. 

5. Thus, should we continue to form major scales on tonics a fifth above each 
other, we should have to add a sharp to each scale; each sharp being a perfect 
fifth above the one before it. 

e. Let us now examine the order in which the/oto follow each other. 

/. We start again from Do. A fifth heUw Do is Fa: let ns make the scale of Jb. 

Follow ihe direeiumt preoedSnff Par. 2. 

6. From Fa (the 1st of the scale) to Sol (the 2nd) — a tone; from Sol (the 
2nd) to La (the 3rd) — a tone; from La (the 3rd) to Si natural (the 4th) would 
be a tone; but between the 3rd and 4th sounds of a major scale there must be a 
semitone^ — we must, therefore, have Si flat, which is a semitone above La; from 
Si\> (the 4th) to Do (the 5th)— a tone; from Do (the 5th) to Re (the 6th)— a 
tone; from Be (the 6th) to Mi (the 7th) — a tone; and from Mi (the 7th) to Fa 
(the 8th) — a semitone. . 

The Teacher will turn to the Large Sheet and exhibit the scale below. 



7* Here is one fiat — Si b. It will be seen, not only that the next scale (a per- 
fect fiftih below) requires two flats, but that the second flat is a fifth behw the 
first. 

g. Five degrees below Fa is ^S^V but /S't Q is an imperfect fifth below Fa {see Chap. XVI.» 
Par. 2), and the scales are to follow in the order of perfect fifths; ^t |> will, therefore, be the 
next tonic : let ns make the scale of ^S^* \). 

To be done Kke the aeale qfFa, and tffterwardt ekown at below. 



^'^ ^^'^ ^ bs -V ^ *— 


bo- -^ 

8. Here are two flats — Si b and 3fi b. Si? produced in the preceding scale, and 
Jfib a fifth below it. 

9. Should we continue to form major scales on tonics a fifth below each other, 
we should have to add a fliat to each scale; each fliat being a perfect fifth below 
the one before it. 

The ekus wiB, under ihe direction of the Teacher, t^amform the major scales qfSo^Be, Fa, and 
&i\); and, on the same plan, those of La, a perfect fifth ahove Re, and Mi (>, a perfect fifth 
below Si \). They should then touch and sol-fa some passages for the practice qf major and minor 
seconds as in Chap. XXYIII. 


EXAMINATION ON CHAPTER XXX. 


Q. In what order do scales follow each other? — 
A, In an order of ascending and descending fifths. 

How do they add to their number oi sharps or 
flats ?^In a simihtf order. 


How many sharps, or flats, does the scale of Do 
require? — None. 

Where are we to begjui the scale next above that 
ci Dot-^On Sol. 

[YoCkL 
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How many diarpo, or flats, then, will the scale of 
Sol require? — 'So flats; bnt one sharp. 

What scale is the next above that of Soli—The 
scale of Be. 

How many sharps will it require ? — Two. 

What scale is the next above Rel — ^The scale of £a. 

How many sharps will it require ? — Three. 

Where are we to begin the scale next helaw that 
of l>o ?— On ^. 

How many sharps, or flats, will it require? — No 
sharps; but one flat. 

What scale is the next below that of ^a?— The 
scale of Si flat. 

Wliy not Si natural? — Because SH natural is an 
mpetfeet fifth below Fa, 

Must the scales then follow in an order of perfect 
fifths?— Yes. 

How many flats will the scale of iSt [> require ?— • 
Two. 


What scale is a fifth below iSS |> ?— That of Aft b* 

How many flats will it require ? — ^Three. 

Do these sharps, or flats, follow each other in any 
particular order? — Yes; like the tonics them- 
selves; in an order of ascending and descending 
fifths. 

What one sharp does the scale of Sol require? — 

"What two sharps, then, will the scale of Be 
require ? — Fa j) and J)o jf. 

Are the sharps belonging to one scale always 
retained in the next above it? — Yes. 

What three sharps, then, will La require? — Fajjf^ 
Do^tokdSol^. 

What one flat does the scale of Fa require ? — Si \f. 

What two flats, then, will the scale of iSf[> re- 
quire ?— iS8 [> and Mi [>. 

What three flats will J<i|>reqiufe?«nSSt, JMi^, 
and La [>. 


Chapter XXXI. THE SIGNATURES OP MAJOR SCALES. 

Prepare Large Sheets Nob. 14, 18, and 19* 

a. Sharps, flats, and naturals, though placed hrfare the notes they affect, are not always placed 
mmedkOefy before them; for it must be plain that in writing some scales great inconyenience 
would arise from the use of so many isolated characters. In passages drawn from the scale of ^S^, 
for example (which requires Jhe sharps), or the scale of Be\} (which requires Jhe flats), the 
putting a sharp before every single JPo, Doy Sol, Be, and Xo, in the one case, or a flat before 
every single Si, Mi, La, Be, and Sol, in the other, would add much to the difficulty of reading 
music, and discovering in what scale a composition was. 

1. Thb sharps or flats used in forming the scale in which a composition may 
be, are gathered together and placed at the beginning of the stave, immediately 
after the clef- 
fig. 6 (Sheet 18.) 

b. Thus the scale is known (almoH) at a glance. It ^jj ^j^. at the beginning of a 
was shown in the kst Chapter, that the scale of Be 
required two sharpa— sPa Jt, and Do^ If then we see 



stave, we may be almoel 
sure that the music 


which follows is in Be; we cannot be qwte mt^y for reasons that will be appear presently, but 
there will be good cause to suppose it is so. 

2. The sharps or fiats thus gathered together at the head of the stave, form 
what is called the signature of a piece of music, and they afiect not only all 
the notes on the same degree with tiiem, but their octaves. 

e. The signatore of every mcgor scale is exhibited in the annexed Table. (Lai^ Sheet No. 19.) 

d. The two extreme scales in this Table are but rarely used; because the one — Do jf, is more 
conveniently written as Be\fy the same note on the ladder; and the other— 2^ |^, is more con- 
veniently written as 8% t|, the same note. {See Chap. XXVI.) 


* The signatures of major scales and theur relative minors are the same. (See Chap. XXXVII.) 
Gramvar.] 
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THE SIGNATURES OF MAJOR SCALES. 


[Chap. XXXI. 


TABLE OP SIGNATURES OF MAJOR SCALES. (Sheet lo.) 


T%it Table (tee Sheet 19) should 
be tiudied ^vt: — the Teaeher 
teUl {beginning frem Do) 
Umf^ So], Be, La, Mi, Si, 
Fajf, ani Do^, showing 
that theg are each a perfect 
fifth above each other: then 
(beginning again from Do) he 
wiU touch Fa» Sib, Mi [^ 
La I;, Be |>, Sol |>, and 
Do 1^, showing that they are 
each a perfect fifth below each 
other* 

Each pupil should Aen {in the same 
order) read a HnOy naming the 
notes qf each signature. It 
will be weU to form some cf the 
scales on the handy as in the 
last Chapter. 

The Teaeher wiU likewise show 
that iA« sorder in which the 
sharps, or fiats, appear and 
disappear, is always the same: 
Do{f (for example) never 
forming part qf a ma^ seale, 
unless preceded by Fa Hi, and 
Mi \} never appearing without 
Si \} btfore it, ^c j^ 

It is not to be expected that the 
class will become perfectly oe- 
quainted wUh the contents of 
this Table in one lesson. The 
principle kfing onee under- 
stood, practice will soon im- 
press the details on the me^ 


The scale of /?o)( requires 7 sharps 




e8 


fe 


- Sk 




? 


i 




V 



Sdb 


Do\, 


^VOCAL 
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3. In almost every piece of music, however simple may be its construction, 
there will be found certain sharps or flats, not in the signature; certain notes, too, 
marked sharp, or flat, in the signature, will be found preceded by naturals. 

4. Sharps, flats, or naturals, thus used, are called accidental sharps, fiats, or 
naturals, — or simply accidentals. 

e. In the song, ^'List, the meny bells are ring^g," (Chap.XXyill.) there were two accidmUUs; 
a sharp before Fa^ and aflat before Si, These, it will be remembered, were accounted for as modu- 
lations. But accidentals, as we have shown, are not produced by modulation only ; the minor scale 
requires accidentals, so does the chromatic scale. It is not absolutely necessary that a singer 
should account for every accidental in a piece of music, in order to sing it ; but his certainty 
and &cility in singing at sight will be much increased if able to do so. We shall endeavour to 
account for the presence of the various accidentals in the following pieces. 

5. An accidental aflects all the notes of the same name, in the same bar, as 
well as that particular note before which it is placed. 

fi In the first bar of fig. 7, the second Do^ as well as the firsts is sharp; but, in the second 
bar, the Do is natural, as in the signature. 


fig. 7 
(Sheet 18.) 



g. If the second Do in the first bar had been re- 
quired to be natural, it would have been maiked as in 
fig. 8 ; in the second bar of fig. 7 the natural is not 
necessary. 


%.8 



EXAMINATION ON CHAPTER XXXI. 


Q. Are sharps, or flats, always placed immediately 
before the notes they affect? — A, No. 

How and where are the sharps belonging to the 
scale in which a piece of music is writt^, to be 
placed? — Together, at the beginning of the stave. 

When so placed, what are they said to form? — 
The signature. 

' Can you be quite sure what scale a compoedtion is in, 
by looking at the sig^ture? — Not ^uite, but ahmut 
sure. 

Do the sharps, or flats, in a dgnature, affect only 
the notes on ihe same degree with them? — Their 
octaves besides. 

What is the signature of the scale of Re'i—Fa^ 
and J>o^» 

What is the signature of the. scale of Dol — No 
sharp, or flat. 

What is the signature of the scale of Fal—^ \). 

What is the signature of the scale of Lai — Fa {(, 

What is the signature of the scale of iSi |> ? — 1^ |> 
andJlfi|>. 


What is the signature of the scale of Sell — 
Fa^ 

What is the signature of the scale of Mi [> l—'Si [>, 
Mi I7, and La |>. 

In what scale is a piece of music whose agnature 
v&Fa^—Sol, 

In what scale is a piece of music whose signature 
is^t|7andJlft|>?— ^tj^. 

In what scale is a piece of music whose signature 
has no sharp or flat ? — Do. 

In what scale is a piece of music whose signature^ 
lAFa^KidLDo^Y^Re. 

In what scale is a piece of music whose sgnatnre 
is Si (7, Mi [7, and La [> ? — Mi j^. 

In what scale is a piece of music whose signature 
lAFa^Do ((, and Soip—La, 

What aresharps, or flats, not in a signature, called ? 
— Accidental sharps, or flats; or accidentals. 

Does an accidental affect any notes besides that 
mmediatelp before which it is placed? — Yes; all the 
notes of the same name, in the same bar. 


GUA.VUAB,,'] 
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Chaptbr XXXII. SECOTSTDS—etmiinued. 

Prepare Laige Sheet No. 14. 

TMe Chapter eontamt mupemenia in the (eomeeuHve) ecalet qf Sol, Be, and La. B^ore eommeneing 
the praetice qfeaeh, the Teaeher will demand (from the signature) what teale it is inf referring^ 
\fneeessarpf to the Table in Chap. XXXI. The pupils ^umld then repeat the names of the 
notes formng the scale in question, partieulariMigfg ffte sharps orJkUs. The scale should then be 
8ol-fa-ed bg the pupHs, they making the manual signs, and the Teenier touching the notes on 
his hand. In sol-fa-ing, Ifte sharp orjiat notes are to be called hke the others, 

A repetition qf No. 1, Chap. XXVIII. (transposed ) precedes each movement. The praetice of these 
repetitions wUl render the progress from scale to scale mere gradual^ and show that^ in effect, aU 
major scales are aRke, 

AIR— In Two Parte. 


Bepetition of No. 1, Chap. XXVIII. 
No. 1 Allegretto. 


Ist. 
2nd. 


Composed by John Hullah. 



List, the mer-ry bells are rmg-mg, And the dio - ris - tiers are 



sing-ing. And the ^Is 
(2nd,) sing-ing, And the girls - - - are gar-laads fling - ing 


ing at their 
at their 



hmm 


say the irar is o - rer, And with shouts eadi irar-irom 
Ores, 1 . . (I ^Raa. 

m 



ro- yer 


! hail! sweet peace! 


No. 2 


SOLFEGGIO. 

In Two Part% with No» 4 (Thirds), Cbup. XXXIV. 
Allegretto. 


Composed by John HuUiAH. 



* The Fa natural shows a modulaiion into the scale qfDo* 


[VocA& 
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AIR— In TNiro Parts. 


No. 3 


RepeHHm t^ No. 1, Chap. XXVIIL 
Allegretto. 


Oonqmed by John Hullah. 


Ores. 



List, the mer-ry bells are ring-ing, And the cho-ris - ters are 



^ 




^ 


sing - ing, And the girls are gar-lands fling ...... ing at their 

(29u2.) sing - mg, And the girls are gar.lands fling* ing at their 



feet; For they say the war 
Ores. 


Ter» And with shouts each war-worn 
Roll ^ 



ro - ver Doth his tU - lage home dis « oo • tot. Hail! haill sweet peace! 


CANON. 


No. 4 Andante Maestoso. 


Composed by John Hullah. 



^ 


^ 


1 



T± 


P^ 


Set up Thy - self, O God, ... a - bove the 



I 


Ji J J J J 


ii» 


3Z2 


X± 


^& 


And Thy glo - ry a - bove 


aU 


the 


m 


^ 


o 


^ 


^ 


m 


Heav'n: and 


;^ 


Thy glo . ry a - bove 
# 


aU 


the 


U r r J IJ J . 


earth, 

0\ 


V/ 4 


fj 


earth, all the earth. 


Set up Thy. self, O God, 


GUAMMAB.]! 


* This sharp shows a oaodnlatioii into the scale of La. 
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SECONDS. 


[Chap. XXXU, 


AllU-In Two Parts. 


No 6 


Ist 


RepeiUwn qf No. 1, Chap. XXyilL 
Allegretto. 


Composed by John Hullah. 


2nd. 



List, the mer - ry bells are ring - ing, And the . cho - ris - ters are 


fHlih^'^^-'i^ 


^^ 




sing-ing, And the girls are gar.lands fling ...... ing at their 

(2nd.) sing - ing, And the girls are gar.lands fling . ing at their 


j'^' i ' ii ' i ' i ' I' ll ' I' l ' I ' ll' I'i'i'i 

fnAf • P^ni* 4liA\r amxr flio ^imi* ia /\ _ rrar^ An/I vnfVi aVir^nfa oilaYi vmi* _ ^irn'm 


feet; For they say the war is o « yer, And with shouts each war-worn 

Ores. 



ro - ver Doth his vil . lage home dis - co - yer 


. mji 


! hail! sweet peace! 


1. The small notes [touchthem] in No. 6^ are not to he sung: being merely 
introduced during the cessation of one part, to show what is being sung in 
another. They serve to give more certainty in re-commencing singing after rests, 
and save counting rests of many bars. 

SOLFEGGIO. 

Composed hy Wilbem. 
In Three Parts, toUh No. 1 {Thirds), Chap. XXXIV., and No. 4 {Fourths), Chap. XXXVIII. 
No. 6 _. Andantino. 



y 


ii* 


H 


in 


r JlJr J 


TJ 


E 


^ 


< > r J : 



^^ 


EXAMINATION ON CHAPTER XXXII. 


In what scale is No. 2 in this chapter? — In 


Does it contain modulations? — ^Yes: one, into th^ 
scale of Zh. 

{Similar questions, ad lib.) 

[VoCAX 
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Chaptbk XXXIII. seconds— corUiHued. 

Prepare Large Sheets Nob. 14 and 17- 

THE CHROMATIC SEMITONE* 

!• The chromatic semitone is the interval between any given note^ and that 
same note raised by a sharp or lowered by a fiat. 


%l 


c j) : :rT 


-& 


9Gt^ 


2. When one of t£e tones of a diatonic scale is divided into two semitones^ 
ime of those semitones is chromatic, and the scale becomes chromatic accordingly- 
—(See Chap. XXVL, Par. 2.) 


fig.» 



■€> 


"O* 


■^ 



33 


^ 


3ZI 


The Teacher unil point out the diatonic semitone between Fa }( and Sol, and the chromatic semitone 
between Fa and Fa j(; explaining that the eeale has become chrinnatio in consequence of the 
introduction qf the latter* 

3. There are but two kinds of semitone, the diatonic and the chromatic ; they 
closely resemble each other in effect, but being essentially different intervals in 
theory, it is of the utmost importance that they be not confounded* 

4. The essential points of difference between them are these : — 

First. The diatonic semitone is a necessary part of a diatonic scale; the 

chromatic semitone cannot exist in that scale. In the scales of Re and Si {7^ for 

instance, (exhibited in Chap. XXYII.) there are two diatonic, but no chromatic 

semitones. 

fig. 3 fig. 4 



XT 


-^ 


P=^ 


33 


^ 



^ 


23 


-&- 


The Teacher will point out the diatonic semitones in the scald above. 

Secondly. The diatonic semitone is formed of two notes standing on different 
degrees, and bearing different names; the chromatic semitone is formed of two 
notes standing on the sam£ degree, and bearing therefore the same name. 

fig. 5 Diatonic Semitones. fig. 6 Chromatic Semitones. 



r3 


3 


^ 


^ 



r3 


^;^ 


& 


Thirdly. The diatonic semitone is a minor second; the chromatic semitone 
is a sort of exaggerated unison*. 

fig. 7 Diatonic Semitones. %• 8 Chromatic Semitones. 



-^ 


3=?= 


;;^ 


-^ 



-e| — i iior 


4- 


^ 


* It maj add to the importaoce of these distinctions to ezplabi, that thoagh custom permits as to eonsider the diatonic 
and chromatic semitones as intervals of the same extent, and to represent on the chromatic ladder {see Chap. XXVI.) 
Fa ^ and SoI\}BB identical, which they are on the pianoforte and many other musical instruments ; yet, strictly speaking, 
this is wrong. Strange to say, theory and practice aro at variance us to which is the larger interval, the chromatic or 
diatonic semitone; and, by the same rule, wMch note should be the more acute in pitch, Sol \) or Fa jf. It is universaDy 
allowed that the intervals in question are not equal sized, and that the notes composing them should be slightly different; 
yet while arithmetical calculation proves that Sol \) should be more acute than Fa jf^, performers on instruments capable 
of different intonation (such as the violin) and very finished singers invariably consider, and strive to make Fa ^ mure 
acute than Sol \} ! 

Gbammar.1 
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SECONDS. 


[Chap. XXXUL 


a. We wUl now toaeh on the hand and aol-& some pumges (at tiie piactice of tones and 
semitones. Yon diould ooosider, in singing each semitone, whether it is diatonic or chromatic. 

7%t Tiadter viU toweft and tol-fa thtfottomng or ang rimilar pattagn ; the cUut i miat ing him, Tht 
natt* ihoutd be tavehed verg aeeuraie^f, and rather itotrijit and A* Teacher theiUd e ee aiieiia l lf 
demand whether a temUane be diaUmie or t^romatie. 


O 


O 



- . . ' ■ t- ■ r ■ I'l^- . . ^ 


, ■ » b . , th *» !> • .» • 


o 



I* '^ . , 


>4^ » "• « 1' • 


i 




o 


o 



o 


"— .-fr— In 


o 




FAIR DAFFODILS. 

The Words by Bobxst Hkbbiok. 

In Two Farts, wUh No. 3 (nUnb), Chi^ XXXIV. 
No. 1 Allegro.^ 


Composed by Jobh Hou<ar. 



^* d Ij J J J J^d • - 


^ 


=j=jf 


F^ daf • fo • dOs, ire weep to see Ton haste a - way bo 


Divfia 


Ores. 



Dim. 


TJi 


i 


^ ^ r rir'r i 


Boon; As yet the ear - ly ris - ing sun Has not at - tain'd his 



ilJ J J J| 


noon: Stay, stay, Un - til the hasfn-ing day has run But to the er'n-ing 


^Dini. 


Ores. 



song; And hay-ing pra/d to <- gether, we Will go with you a - long. 

For the remaining verteSf see Score, Chap* XXXIV. 

5. The meaning of the dots before the second double bar of No. 2 is rendered 
still more certain by the words over them. Da Capo signifies yrom the beginning. 
The eighteen bars commencing with that marked 1st time [thow them], and ending 
at the dotted double bar^ are to be omitted on the repetition^ and the singers are 
at once to proceed to the bars marked 2nd time [show them]. 

* The Si flat shows a temporarf modulatioii into Fa, The sharps result £rom a departure ^m the diatonic to 
the chramatic scale. 

[Vocal 
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SOLFEGGIO— In Two Pbrts. 


No. 2 Andante. 


Compoaed by Wilbeil 


1st 
Part. 



iJiJ'^ ^ n 



M - 







<|jJJjli 






i^-iJii^^^Ui ^ 
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SECONDS. 


[Chap. XXXIIL 



TJ 



-UJJJIr^^i 


Da Capo. 



Ky 


r^ 



Rallentando e Dimmtiendo 



JU 


Rallentando e Diminuendo. 



^ 


■^ 


EXAMINATION ON CHAPTER XXXIII. 


Q. What 18 the meaning of Da Capo?— A, From 
the beginning. 

What is meant by the words 1«/ time, 2nd time? 
— That, an repetition, all the bars marked lat time 
are to be omitted ; and that the singer is to proceed 
to the bars marked 2nd time, instead. 

How many kinds of semitone are there ? — Two. 

How are they called ? — Diatonic and chromatic. 

If a tone be divided into two semitones, will they 
be diatonic or chromatic ? — One will be diatonic, 
the other chromatic. 


Can two notes standing on the same degree form a 
diatonic semitone ? — No. 

Do two notes forming a chromaHc semitone stand 
on the same degree ? — Yes. 

What kind of semitone is that between Do and 
Do sharp (touch them on the hand) ? — A chromatic 
semitone. 

What kind of semitone is that between Do sharp 
and lie 9 — A diatonic semitone. 

[Similar questions to be continued, ad lib.; the 
notes being touched on the hand by the Teacher.'\ 

[Vocal 
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Chapter XXXIV. THIRDS— re««wwi. 

Prepare Large Sheet No. 14. 



Before 'commencing the study qf this Chapter, the Teacher should examme the ckus on the interval of 
the Third.— {Qee Chap. XII.) 

1. A MAJOR third may become minor^ or a minor third major^ by putting a 
sharp or flat before one of the notes composing it. 

%. 2 Major Third. Minor Thirds. [fig. 3 Minor Third. Major Thirds. 



3zl: 


m 




-^ 


iiJ^ 


9&^ 


^ 


I 


a. At the head of this Chapter are various examples of major and minor thirds. Let us 
examine them. 

Each qf the pupils wiU read one of the intervals between the double bars above; naming whether it be 
a major or a minor third. The Teaoher will then touoh on his hand the fallowing or any similar 
passages for the class to sol-fieu 


o o o o 

y 1 

1 

1 , 

\y • , 

■ — 

A \ 

1 

I.* • • ••• 

• • • • • 

fl(l^ 1 

• • • II • • 1 

1 . ••#••• 

• . 


^V . •■ 

. •• !• • ■ 

!• J* • 



u-^* V 

_^* • • » 





o 


o 



^ 


• - • 


> • Q9- 


^^ 


^^T^ 


♦ • 


:^=^:;# 


SOLFEGGIO. 

Composed by WniHEM. 
In Three Parts, with No. 6 (Seconds), Chap. XXXII., and No. 4 {FourOui), Chap. XXXYIIL 
Andantino. 


No. 1 



y 


3 


r °l I r p . I.jj Jl^^ 


B± 


3ZS 


^^ 



yt 


t 


-^ 


P < U^ i^ 


-&^ 


X3 


^m 


^ 



y 


ii» 


rrcrh'^j] i ;;j^7rrTi^rr:fi'' 
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THIRDS. 


LChap. XXXIV, 


CANON— In Two Parts. 


The Words by Shakspeabe. 

No. 2 Modefato. ^e 


Composed by WHiHEif. 


# 


i^ 


U^Ui^ 



s 




-e> 


I Gome fol- loir, fol- low me, Te fiii-ry elyesthat be Light 



^m 



^m 


Come fol - low, 


come fol- low me. To 


|Jrrrn""^j|^^ 



tripping o'er ^e green. Come follow Mab your queen.Hand in hand well dance 



fill - ry elves that be, Come follow Mab your queen. Hand in hand well dance 




round. For this place is &i - ry _ground. Hand in hand well dance a- 



roundf For this phioe is fai - ry ground. 


Hand in 



m 


i 



5 



round. For this place is &i - ry ground. Hand in hand well dance a- 

-TT 


^ 


^^ 


■^ 



hand well dance a - round. For this place is fiii - ry ground. Hand in 

Ores. f 




round. Hand in hand well dance around. For this place is fiii -ry ground. 

Cre8. f 


^^ 



HI 


^^^ 


^ 


hand well dance a - round, For this place, for this place is fid - ry ground. 


* This and the other Fa iharp imply modulations into SoL 


[Vocal 
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Composed by Jobn Hullah. 


FAIR DAFFODILS. 

The Words by BoBEBt Hebbigk, 

No, 3. Score. No. 1 {Seeondt), Chap. XXXUI. 
Allegro, wjf 

I St 

1 Fair daf - fo - dils, we weep to see You haste a - way so 

2 We have short time to stay as you. We have as short a 

qfn^ No» 3 {Thirdt)j present Leaton, 
Part. 





FMr 3af - fo - dils, we weep to see You haste a - way so 
We hare short time to stay as you^ We have as short a 


^IHm. 



# 


soon; As 
spring; As 

Dim, 


yet the ear - ly ris - ing sun Has not at - tain'd his 
quick a growth to meet de - cay As you, or a - ny 

Ores* Dim. 


j J j{ J I • ^ « l~^ 




fj -^ 


soon; As yet the ear - ly ris - ing sun Has not at - tain'd his 

spring; Ab quick a growth to meet de - cay Ab you, or a - ny 



J J J J |^ 


^ 


^ 


noon: Stay, stay, Un - til the hast'n-ing day Has run But to the ey'mng 
thing. We die As your hours do, and dry a - way Like to the sununer's 



noon: Stay, stay, Un - til the hasfn-ing day has run But to the ev'n-ing 
thing. We die As your hours do, and diy a - way Like to the sum-mer's 


Dim. 


Crea. e Roll. 



song; And 
rain, Or 

-^^Dim, 


haying pray'd to - ge - ther, we Will go with you a 
a& the pearls of mom - ing dew, Ne'er to be found a 

Crea, e RaU. /. 


- long. 

- gain. 



song; 


ram, 
Gramm/lb.'] 


Or 


having pra/d to - ge - ther, we Will go with you a - long, 
as tilie pearls of mom - ing dew, Ne'er to be found a - gain. 
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thirds: 


rcHAP. xxxiv:. 


No. 4. Score* 


SOLFEGGIO— In Two Parts. 

- CompoBod by John Hullah: 


No. 4 {Thirds), preierU Letion. , 


l8t 

Part. 



2nd 
Part. 




No. 2 (Seeandi), Chap. XXXIL 


■^^—r^ 


m 


^ 





US 


^ 


■^ 


^^ 


^^ 


^^ 


^ 


ig:— # 


-^ 


EXAMINATION ON CHAPTER XXXIV. 


Q, What kind of third is that between 2>o and 
Mi 7 — A, A major third. 

How could it be made minor ? — By putting a 
sharp before Do, or a flat before Mi, 

What kind of third is that between Si and Re ? 
A minor third. 

How could it be made major ? — By putting a sharp 
before Re, or a flat before SL 


What sort of third is that between La \f and 2>oT 
— A major third. 

Between La Q and Do jj^? — A major third. 
What note is a miiior third above Mi ? — SM, 

A major third abovb Sol? — Si. 

A minor third above 519/ ? — Si \). 
^Similar questions Xo be continued, ad lib.) 


* The Do If shows a modulation into Re; and the Fa [J into Do, 
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Chapter XXXV. THIRDS— continued. 

Prepare Large Sheet No. 14. 
The direetiotu at the head cf Chop. XXXII. are in all reepeeis appliedble to (^. 


AIR— In Two Parts. 
RepeHtion of 'No. 1, Chap. XXVIIL Composed by John Hullah. 

Crea. 


No. 1 Allegretto. 


Liistj tne mer - ry beilB are nng - ing, Axu 



iho - ns - ters are 


Aiid the cho - ris « ters are 



ing, And the girls are gar-land 



sing-ing, AUd tne girls are gar-lands fling . - . . ^ ing at tnetr 

(27u2.) sing - ing, And the girls are gar-lands fling - ing at their 


^^^ 


° \ r r 

feet; For the] 



feet : For they say the war is o - ver, And with shouts eJM^ war-worn 
Ores. , , ..OiiZaZZ., [ 0{ 



ro - Yor Doth his vil - lage 


- co-ver. Hail! hul! sweet peace! 


THE SPINNING WHEEL. 


Composed by Wilhem. 


In Three Parts, with No. 2 (Fourths), Chap. XXXVIII., and No. 3 (Fifths), Chap. XLIL 
No. 2 ^ Allegro. 



bTT^ 



The wheel, O how it hums ! The mer - ry spin - ning 



wheel. Good dame, when the snow comes. The shep-herd shall not 



feel The blast; with pltud and 

3 





lose - - He'll breast the win - ter 


Gbammab.] 


storm, And hark! how loud it blows - - Around our in - gle warm!* 

* For the remaining verses, $ee Score, Chap. XLIL 


no 


THIRDS. 


[Cbap. XXXY. 


ATIU-In TVo P^ffta. 


No. 3 


RepeHHon rf No. l. Chap. XXVUL. 
Allegretto. 


Oomposed by John Hullah. 
Ores. 



m X m a' J a J J ' 

nJfffff 


Listy tiie mer-ry bells are ring -iog, And the cho-ris- tors are 



r f r f T '^ 

Bing-ing, And the girls are gar-lands fling ------ing at their 

(2nd.) sing -ingy And the girls are gar-lands fling • ing at their 



feet; For they say the war 


- Ter, And witkdioidi 
O BaU. 



ro - yer Doth his Til - lage home dis - co - ver. Hail! hail! sweet peace! 

1. The words Dal Segno in No. 4 [show ihem], mean, Jrom the sign; that is, 
the repetition is to be made from die :J^ over the first double bar. The word Fine 
[lotioA it] means end; showing that the composition ends at the double bar thus 
marked. A pause over a double bar [taw^ u] has the same meaning. 

TAtfM indieaiunu thmM he rigidly observed in reading in Hme. 


No. 4 


SOLFEGGIO. 

Composed by Wn.HEif - 

In Three Parte, with No. 2 {Thirds), Chap. XXXVII., and No. 3 {FowrOs), Chap. XXXIX. 
Allegro. 



^ 




typT^JlJ J^^ 



S PP, . ... 


[YOGAL 
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n 


X3 



T2 


Tl 


111 

O 


i^MJr|Jr-|Jr- | Jrr'J l ' 'il l 




1=2 


I 



fe 


J^J l JjJJlr^rtrf^^^^ 



J9aZ Segno. 


AIR— In Two Parts. 


No. 5 


ilMMi </Na 1, Chi^. XXYin. 
Allegretto. 


CompoBed by John Hullah 


Crea. 



2nd 


List, the mer - ry belk are ring-iiigy And the cho - ris • ten are 



nng-ing, And the girls are gar-lands flmg ingat tneir 

(2fad.) sing - ing. And the girls are gar-lands fling . ing at their 




feet; For they say the war is o - Ter, And with shouts each war-worn 



ro - TerDotii his ^-lagehomedis - oo -yer. Hail! hiult sweet peace! 
Gramicab.] 
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THIRDS. 


[Chap. XXXV. 


SPRING*. 


OompoBed by Wilhbm, 


In Three Parts, wUh No. 3 {Fouriht), Chap. XXXVUI., and No. 6 {Fi/iht)y Chap. XLIV. 
No. 6 Andante.!Q^: 



t 


Iffi 


^m 



When bright . er suns and mild. er skies Pro - clum the op'n - ing. 


Fitie. O 



year, - - What ya-rioiiB sounds of joy a-rise ! What prospects bright ap - pear ! 



Earth and her thou -sand Toioes give Their thousand notes of pndse; And 



all, that by His mer - cy liye, To Ood their of - Tring raise. Earth 


* For the ramaiiung ve r ao e, cee Soofo, Chap. XLIV. 


EXAMINATION ON CHAPTER XXXV. 
Q. What is meant by IkU tegnof — A. From the | piece, when a portion is repeated ? — By a pause 


Sign. That the music is to be repeated from the 
sign. 

What is meant by the word Fine $ — ^The end. 

Is tiheie any other way of marking the end of a 


over a double bar. 
In what scale are Nos. 1 and 2 of this chapter ? 

—In Fa. 
. And Nob. 3 and 4 ?— In Si |^. 
J And Nob. 5 and 6? — In Mi \f. 


[YoGAIi 
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Chaptbb XXXVI. THE MINOR MODE OP THE DIATONIC SCALE. 


Pr^pars Large Sheets Nofc 14 and 20. 


fig. 1 


8 


.6. 


1 


fig. 2 


r 



\* ^ EvBRT diatonic scale can assume two modes, or forms, the major mode 
and the minor mode/' (Chap. I., Par. 70 

o. A diatonic acale^ whether major or minor, contains fire tones and two semitones : the 
difference between the two modes arises from the order in which those tones and semitones follow 
one another. 

2« Between the 2nd and 3rd soimds of a major scale there is a tonCy and 
between the 3rd and 4th, a ^emttone; but between the 2nd and 3rd sounds of a 
mifior scale there is a semitone, and between the 3rd and 4th, a tone. 

& And this is not the only difference in the construction of major and minor scales. For, it 
will be remembered, the ascending and descending series of the major scale are alike ; — ^whether we 
go from the 1st to the 8ih sound, or from the 8th to the 1st, we find the mme nates. But in the 
minor scale this is not the case ; for, in oioendingy there is a tone between the 5th and 6th, and a 
MiBittone between the 7th and 8ih sounds; in descending j a tone between the 8th and 7th, and a 
MiBittone between the 6th and 5th. 

e. Fig. 2, at the head of the Chapter, is a representation of a minor scale ascending and 
descending; as fig. 1 is of a major scale. 

The Teacher teitt point out the different places qf the tones and semitones in figs. 1 and 2, and 
explain Ihat the left aide qf fig. 2 represents an ascending^ and the right a descending minoT scale, 

d. In consequence of the 8rd sound of a ma^or scale \jouoh each line and interval on naming U^ 
being distant from the 2nd a fofie, it forms with the tonic a fnaior third; for the major third is 
formed of two tones. (Chap. XII., Par. 3.) But the 3rd sound of a minor scale being distant 
from the 2nd a semitone, it forms with the tonic a minor third ; for the minor third is formed of 
a tone and semitone. Wherefore the one [touch fig. 1] is called a major scale^ and the other 
[toueh Bg, 2], a nmor scale, 

GiuiafAB.1 I 
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THE MINOR MODE. 


[Chap. XXXVI. 


e. Figs. 1 and 2, conaidered as the Bcales of Do major and Zh minor, ascending and descending, 
wonld on the stave appear thus: — 


sle of Oo VT" 
Major, - m- 


ABcendisg. 


Scale 
Major, 


■^ 


-^ 


HI 


%4 

Scale of ZIo Vf ' 
Minor. ^(1) 


Aioending. 


,!? • < > 


3zx: 


Descending. 


33 


^^ 


Tjr 


Descending. 


jCX 


^^ 


312 


^i^ 


^ 


/. The 3rd in fig 2 being a iemUone firom the 2nd mnst be iff b, which is distant from Fa 
(the 4th) a tone. 

ff. From Do to ilfs Q is a flM|^ third ; bnt firom Do to JUt [^ is a minor third. 

h. The 7th on the ri^Af mdSe of ^, 2 being a tone from the 8th must be Si f^, not iSSr Q; 
and the 6th being a tone fiiom the 7th mnst be Za by which is distant fix)m £M (the 5th) a 
semitone. 

f . This great difierence between the ascendipg and descending minor scale is thus accounted 
for. 

3. Every minor scale has what is called a relative major; vice verady every 
major scale has a relative minor. The tonic of a minor scale is a minor third 
below its relative major; the tonic of a major scale is a minor third above its 
relative minor. 

}. Mi \} is the relative major of Do minor; and Do minor the relative minor of JUt [^. 

4. A descending minor scale is composed of the same notes, and some of thw 
octaves, as its relative major. 


fig. 5 Scale of Mi [^ Msgor. 


^ 


9&hr 


J^^ 


^^ 


^ 



Scde olDe Hinor. 


gQgo 


■^ 


125 


^ 


Xjr 


it. The second of these examples contiuns Si [^^ Mi [^, Za [^ Qoueft ihem], all notes essential to 
the major scale of M% \} ; in deaoendingy they produce a very good effect. 

The Teacher wHi sd-fii the descending minor toale above, 

5. But for the formation of an ascending minor scale, these notes are^ in some 
respects, unfit* 


fig. 7 



^ 


Tzr 


5 


^ 


rz 


-^ 


In > l>o ^ 


L For it is found by experience, that when the 
seventh of a diatonic scale rises to the eighth, it must be 
at the distance of a mtj^ar seventh from the Jlr^ of the 
scale, and a aemUone from the eighth of the scale, to 
which it is going ; as is the case in the major scale. 
For this reason, the seventh of a scale is called the 
leading note; as it seems to lead to, and absolutely 
require the eighth to^follow it. 


fig. 8 




The Teadier wiil sol-fa ihe leading note and tonic of ang major teak. 


[VocAi 
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6. Thus^ then^ the ascending scale of Do minor will require Si, the 7th; to be 
natural^ — not flat^ as it is in the descending scale (see fig. 6). 

fig.9 




■^ 


^5^=°=^^^ 


m. Now this act ot making the Si natund, inyolTea another alteiation. 

7* A diatonic scale {see Chap. I., Par. 15) must contain five tones and two 
semitones ; in the scale, as it now stands, there are three semitones, and one 
interval greater than a tone. 

The Teaeher witt point out the three eemUonea {farmed hg Be— Mi |>, Sol— La (>, and Si— Do), oful 
the augmented teoond {formed ^ La b tmd Si). 

8. By raising La]^ to La ^ we At once reduce the interval between the 6th 
and 7th of the scale to a tone, and increase the interval between the 5th and 6th 
to another tone. 

». The ascending minor scale of Do will then appear (correctly) thns:— 



% W t(\\ . O <> 



TX 


coiresponding (like that in Par. 0.) with the left side of fig. 2. 

9. It must be always borne in mind, that though the ascending and descending 
minor scale9 differ so much the one from the other, in one most important point 
they agree. The 2nd and 3rd sounds are a semitone apart; thus causing a minor 
third between the 3rd and the tonic. 

10. This minor third may be r^arded as the characteristic of the minor scale ; 
it gives it its name, and is the only point in which it invariably differs from the 
major scale. 

0. In a minor diatonic scale there is (in ascending) between the Ist and 2nd sounds, a Ume; 
[touch each line and interval on naming it;] between the 2nd and 3rd, a Mmttone ; between the 8rd 
and 4th, a tone; between the 4th and 5tii, a tone; between the 5th and 6th, a tone^' between the 
6ih and 7th, a tone; between the 7th and 8th, a Mmttone. And (in descending) between the 
8ih and 7th, a tone; between the 7th and 6th, a tone; between the 6th and 5th, a wmttone ; 
between the 5th and 4th, a Ume; between the 4th and 3rd, a tone; between the Srd and 2nd, a 
aemttone; and between the 2nd and 1st, a tone. 

p. Repeat the numbers 1, 2, 3, 4^ 5, 6, 7, 8, up and down, with the manual edgns ; still looking 
at the figure. 

[7o be done,'] 

q. Sol-fa the scale of Do minor up and down (still looking at the figure), with the manual 
signs. 

\To he doneJ] 
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THE MINOR MODE.' 


LChap. XXXVI. 


EXAMINATION ON CHAPTEB XXXVI. 


Q. In how many ways or f»ocfe« can every diatonic 
Bcale be written? — A. Two; the major mode and 
the minor mode. 

Do a major and a minor scale contain an equal 
number of tones and semitones ? — Yes. 

How many? — Five tones and two semitones. 

In what then consists the difference between them? 
— In the order in which they follow each other. 

What is the principal differraice in this order 9 — 
la the major scale there is a tone between the 2nd 
and 3rd sounds; in the minor scale, a $emiione. 

What effect does this semitone between the 2nd 
and 3rd produce upon the scale? — It makes the 
third of the scale minor instead of major, as it is in 
the major scale. 

Is there any other particular in which the major 
mode differs from the minor? — Yes; an ascending 
or descending major scale contains ^e same notos 
intervals; but an ascdnding and descending minor 
scale contains very different notes and intervals. 

Tell me where the two semitones are found in an 
ascending minor scale? — Between the 2nd and 3rd, 
and 7th and 8th. 

And where in a descending minor scale? — Be* 
tween the 6th and Sth, and 3rd and 2nd. 

Repeat the figures 1, 2, 3, 4, 5, 6, 7> 8> up and 
down; with the mATiiiAl signs of tone and semitone. 
-[7*0 be done J] 


Where is the relative major of a minor scale 
found? — A minor third above it. 

Where is the relative minor of a major scale 
found? — A minor third below it. 

What is the relativo major of Do minor ? — Mi \^ 
major. 

What is the relative minor of JUi j^ major ? — Do 
minor. 

What is the seventh of an ascendiiig scale called ? 
—The leading note. 

Why ? — Because, being a major sevettth from the 
first, and only a semitone from the eighth — i. «., the . 
tonic, it seems to lead to and require to be followed 
by it. 

Repeat the notes of the scale of Do minor, as- 
cending and descen£ng; making the manual signs 
of tone and semitone. — [To be dome thus: Do, Rey 

Mi 1^, Fa, SM, La, Si, Do. Do, Si\}y La b, Sol, 


Fa, Mi \f, Re, Do.} 

In what most important point are the ascending 
and descending minor scales Uke each other and 
unlike the major scale ? — There is a semitone be- 
tween the 2nd and 3rd ; and consequently the 3rd is 
minor. 


Chapter XXXVII. THE SIGNATURES OP MINOR SCALES. 


Prepare Large Sheets Nos. 14 and 21. 

1. A MUSICAL composition in a minor scale bears the signature of the relative 
major of that scale; and the sixths and sevenths are regulated by the use of 
accidentab. 

a. In the last Chapter we made the scale of Do minor;— the relative m^or of D^ minor is 
Mi\^, a minor third above it. The mgnature of Do minor will, therefore, be three iSats; aod 
La and Si (tbe 6th aod 7ih) will, when necessaiy, be preceded by naturals, 

h. The scale of Do minor (ascending and descending) will, with its proper signature, be 
written thus: — 


fig. 11 (Large Sheet 20.) 



€. The Signature of every minor scale is exhibited in the following Table (Sheet 21), which 
is arranged upon the same plan as the Table of Major Scales, in Chap. XXXI. 
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TABLE OF SIGNATURES of MINOR. SCALES, (fig- 1- l««e Sheet 21.) 


r 


•3 

O 


o 

1 


t 


Laf^iA the relative minor of 2>o (( Signature 7 sharps 


iZ^jf 


SolJH 


Do^ 


Fan 


Si 


m 


< La 


? 


03 


Be 


Sol 


Do 


Fa 


I 


iS^'b 


3ftb 


I La\, 


Fam 


Si 


Mi 


La 


Be 


Sd 


Do 


Fa 


Si\, 


Htb 


La\} 


Ket 


Sol}, 


Do], 


6 



1 sharp 




Iflat 



2 flats 





1?:^= 



6 



This Tahie it lobe read upwards and downwards from the centre La, and in all respects studied Wee that 

Chap. XXXI. 
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THE SIGNATURES OF MINOR SCALES. [Chip. XXXVIL 


d> In forming the aaoending minor scales of SolJH, Re^^ and Lajjfy it will be foond necessaiy 
to laise certain notes a semitone higher than they can be made by putting a ringle sharp before 
them. In such cases, we nse the doMe sharp, formed thus Xy which raises a note two »emiUone§ 
aboye its original natural position. The ascending scale ofSoljj^ minor, must be formed thus :— 

fig. 12 



(k 



-. to i ^ > ""-^n f 


The ascending scale oSBejj^ minor, thus:^ 
fig. 13 



t o h p ^ 


m !!!^ 


XK 


E 


And the ascending scale of Za )( minor, thus : — 
fig. 14 



A double flat, formed (^|>, lowers a note two semUones below its natural positioa* Double 
flats are not necessary for the formation of diatonk minor scales. 

e. It was sdd in Chap. XXXI. (Par. h.) that there was a difficulty in at once deciding the 
scale of a composition from its signature. This arises, as may be supposed, from the signature oi 
every major scale being the same as that of its relative minor. Minor scales are by no means 
so much used as major scales; yet being used sometimes^ it is necessary to find a means of 
recognising them. 

2. In beginning a piece of music, a glance at the signature shows us that it is 
in some particular major scale, or its relative minor; the doubt lies between 
them* 


3* There are two ways of deciding. The first is to look whether the last note, 
or the first two or three notes of the composition, belong to the common diord of 
the major scale implied by the signature, or to that of its relative minor. This, 
however, is not an invariable test, because some notes are common to both 
chords ; as will be seen presently. The second and far surer method, is to look 
forward for tfie sharpened sixth or seventh of the minor mode; if one, or both, be 
not forthcoming in some early part of the composition, it may be concluded that 
the scale is major. 


/. Suppose 
a signature 


z p 


fig. 15 

fc 

2 


{eee Large Sheet 21); there is a moment's doubt whether the 
music following be in Mi \) major, or Do minor. Look whether 
the last note belongs to the chord of Do, or of Mi |>, which will, 
perhaps, decide the scale. If it do not, look forward a little for 

Za Q or /Sk* Q, the 6th and 7th of the ascendiug scale of Do minor; if they be not forthcoming, you 

may conclude the mode is major. 

The Teacher will exercise (he class m deciding ffirom the signatures, whether some of the pieces in the 
succeeding pages he in the major mode implied by the signature or the minor. In Chapteis 
XXXIX., XL., XLL, jv., are pieces in the minor mode. 


g. Let us now eel-fa some passages in the minor mode, with the manual signs. 
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The Teacher witt alone sol-fa the foUowmg patsoffesy one at a time; and the pupils will imU<iie 
him, making the manual aigna qfUme and aemitane, 

o o o o 



5= 


' 't h 


o 


o 


o 


o 


r\ 



13E 


Z^ 


' ti - i i > , I I , M - Mr tM- ■ ^ 


n 


4. The 1st, 3rd; and 5th sounds of a minor scale form a chord. To these, 
also, as in the major mode, the 8th may be added. 

A. Let us soi-fa the chord of La mmor ; omitting, howerer, the 8th, as being too high. 

The clase will faU into three dMsiona^ and sol-fa IA0 notet of the chord of 1a minor in unison, and 
in combination; according to the directions for the practice of ihe chord of Do major. (See 
Chap. VIL) 





irrik 


tJ 


s 


^^ 


^ 


No. 1 


THE SEA-BOY*. 

In Two Taxi8,with No. 1 {Fourths), Chap. XXXIX. 
Andantino. 


Composed by Wilheic. 


^ ,^^-rJi r-p^^ l ^0-%^-4 


While on the si - lent deeps The wea - ry ship's crew 


ift^ l r-p^^h'f ^ 



sleeps, Who on the top-mast keeps Watch through the night? The 


if ■! J J i J-J'J^r r 


3a 


Mr ' f i!\ 


49ea-boyl And if he see a 


sail Through the mists of - - the 



gale. Must loud the night-watch hail. Ship a - head, O the sea- boy! Must 



loud the night - watch hail. Ship a . head, ship a - head, O the sea-boy!* 


* For the ramaimDg words, tee Score, Chap. XXXIX^ 
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THIRDS. 


[Chap. XXXVII., 


SOLFEGGIO. 


Composed by Wilbxh, 


In Three Parts, wiih No. 4 (Thirdg), Chap. XXXV., and Na 3 (Fourihg), Chap. XXXIX. 
No. 2 AUegro. 



^-^^grrir'PrrtnrrrTf 





1^ 


•crr i r-Frr i rf^r ^ 


o 



^i^^^s^^ 





^F^ 



17— ^-^ 


p f a - r 



ii p rir 


Dai Segno. 


m 
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No. 3 


CANON. 



Jz 


Adagio. 


^^ 


:x3 


^ 


O give 


thftiiTrgj 


3 


GompoBed by Wilheii. 


-©^ 


rx 


o 


give thanks, 



^ 


rethy en 


-©» 
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O give 


-^ 


du- 



reth for 


e 


Ter. 


EXAMINATION ON CHAPTER XXXVII. 


Q. What Bignatare does a minor scale bear ? — A. 
That of its relative major. 

What is the signatare of Do minor ?— Three 
flats — Si \}, Mi |>, and La |>. 

What is the relative minor of Do major ?—Za. 

What ahaz^ or flats has it in itssignature? — None. 

What is the relative minor of Sol 9 — Mi. 
Its fflgnature ?— /*a J(. 

What is the relative minor of Faf^Re, 
Its signature ? — SS \), 

[StmUar questunu to be drawn Jromihe Tahle.^ 

As the signature of every major scale is the same 
as that of its relative minor, tell me a method of 
ijinting ii^ ^'hin g them. — By looking whether the last 
note, or the first two or three notes, belong to the 
nuMor or minor chord. 

Tell me another method. — ^To look forward for 
the sharpened sixth and seventh. 

Por example — if a composition bore three flats 
for signatiire^ what notes would make you suppose 


it was not UkMi\^ major, but in Do minor ? — La Q 
and /Si Q. 

Repeat the notes of the ascending and descending 
scales of La minor, with the manual mma, — [To be 
doney thus: La, Si, Do, He, Mi, Fa\ Soiif, La; 

La, Soi, Fa, Mi, Re, Do, Si, La. 

What notes form the chord of Za minor? — La, 
Do, Mi, La, 

Sol-fa the three first — [To be done.^ 

Which is the fifth of the scale ?— Jlfi . 

Which is the third $—Do. 

la Do A minor or a major third fromXa? — A 
minor third. 

In #hat scale is the song No. 1 ?— In La minor. 

How do you know it is not in Do major,, as its 
signature would imply ? — Because it begins with two 
notes belonging to the chord of La minor, and ends 
with Xa« 
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Chapter XXXVIII. FOURTHS— re««iii«A 


P^WfNMV Large Sheets No8i 14aful22. 





^ 



80I, Do, Sd, Do, 4ec. 


^^ 



1^ — 


^ 


i« 


^i 


Jf</bfv ooMflMficinp 1^ iiudEy <{f tku Chapter^ihe TeatAtr thouid ggamine theekmon ike iniervai rf a 
Pcwrih.'^See Chap. XIV.) 

1. A PBRFECT fourth may become a tritone, or a tritone a perfect fourth, by 
putting a sharp or flat before one of the notes composing it. 


perfect FoQxtiu 


^^ 


Tritoni 


fig. 3 

TritoM 


Perfect Fonrtfaa. 


9m- 


:t 



^ 


-^ 


m 


i 


2. Every note has its perfect fourth above sharp jfltU, or natural like itself ^ 
excepting Fa. Every note has its perfect fourth below sharp^ flat, or natural 
like Usejfy excepting £>i. 

a. Between Fa and Si there is a tritone. Consequently, ^^perfsd fourth above Fa must be Si \fi 

fig. 5 


^ fig. 4 


and {viee ver9&) the perfect -7!^- 
fourth below 5ii. most be Fa #: 1^ 


-^ 


■^ 


h. Let us examine the various Examples of Fourths at the head of this Chapter. 

Tobedone: eaeh pupil anafyimg an interval, as in Chaps. XXVIIL and XXKSY. The Teaeker 
will tfien ieueh on hit hand ihe following or any eimilaT pateaget for the olat$ to eol-fa. 


o 


o 


/c\ 



—i S 


i 


» • 


' • 


P t- 


♦ « 


'— * • 1» » • 


o 


o 


l^~- '^ • . J l .'^^ 


o 


[VociL 
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EVENING SONG. 

Gompofled by Wilhem. 
In Three Parts, mth No. 6 (F{/{&«)| Chap. XLI.9 and No. 1 (Swihg), Chap. XLVL 
No. 1 Maestoso. 



^m 


H 


«jf 


m 


-&^ 


-& 


m 


T. 


*T]b ere; our work is done: Ere we part for the nighty With 



grate-fill looks each one, Our master bid Qood Night. B^ kind and gen -tie 



sway Persuades us day by day To liye in peace and loye; O how then- can we 


Dim, 



prove Our humble, humble gra-titude, Our humble, humble gra - ti • tude. 


Ores, 


Dim, 


^^ 



O Fa-ther, from on high, On him Thy Spi-rit pour; May no ca- 



^ 


f 



n^^^i 


la * mi . ty Approach his cot-tage door; O spread his fru-gal board, And 



rrrrrr 


TJ 



may Thy presence, Lord, Through night's dim so - li - tude, Above his dwelling 

Mail, ' e Dim, 



brood; So may he, may he sleep in peace, So may he, may he sleep in peace. 
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FOURTHS. 
THE SPINNING WHEEL. 


[Chaf. xxxYin; 


Composed by Wilhem. 
In Three Parta, MrJA No. 2 (ninb). Chap. XXXV^ otui No. 3 (F{/i(&«), Chap. XLU. 
[N. & The jHtfrfli whom voiett eaninot roa^ Ae upper noiet should take ihe lower,'] 

No. 2 . Moderato. 


j^ J . ^ ii , ^ j^ ^ =,^=p 



how loud It blows! The blast, the blast, how loud it blowsl 



hums! The blast, how loud it blows 1 





Harky hark, the blast, 



how loud it blows A - round our in - gle warm ! 


SPRING*. 


Composed by Wilhem, 


In Three Parts, wUh No. 6 {Thirds), Chap. XXXY.^ and No. 6 (Fiftht), Chap. XLIY. 
No. 3 Andante. •< 




^FJ^T^ 


When bright -er sons and mild -er skies Pro - claim the op'n-ing 

Fine. O 



m^-J'J Jl r' c | J^ 


-^ 


, - - What Ta - rions sonnds of joy a-rise! What prospects bri^t ap • pearl 



Earth and her thoa - sand yoi - ces give Thar then - sand notes of praise : And 


I^'i, nJ J J-rtr- c r f I r r r ^ ^ 

^-y all. that liv Tfia ««ioi. _ »«* i;«<. T^ n.^ 4-u«:. ^« rf^ .^:.^ titu. 



all, that by His mer - cy live, To God their of - f ring raise. When 

* For the remaining Tones, Me Score, Chap. XLIV. | YcCAL 
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SOLFEGGIO— In Three Parts. 


Andaiitlno. 
No. 4. Score. No. 1 {Thirds), Chap. XXXIY. 


Ist 
Part. 


2nd 
Paart. 


^ti^ 


f 


-Or 


^^ 


Composed by Wilhem. 


-& 


g 


. n if No. 6 (5^0«»fMfe), Chap. XXXII. 

j'.C I r J 


-i^rrrr 


-^ 


X2 


3rd 
Pact. 



y 


No. 4 (Fouriha), prneni Leuon. 


S 


X3 


3 


¥ 


:J: 


^ 


r2 


S 


^ 


S 




EXAMINATION ON CHAPTER XXXVIII, 


Q. What kind of fourth is that between Sol and 
Do? — A, A perfect fourth. 

How could it be made a tritone? — By putting a 
sharp before Do, or a flat before Sol. 

What kind of fourth is that between Fa and Si? 
—A tritone. 


How could it be made a perfect fourth ?-^By put- 
ting a sharp before Fa, or a flat before Si. 
What note is a perfect fourth above Solji ? — Do jjf. 
What note is a perfect fourth above Fajj^? — Si, 
What note is a tritone below Sif — Fa. 
What note is a perfect fourth below Si f — Fa jf. 
(Similar qtiestums to be ooalinwd, ad lib.) 
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Chapter XXXIX. ¥OVRTUS— continued. 

Prepare Large Sheet No. 14. 

THE SEA-BOY. 

CompoBed by Wxlexm. 


Andante. 
No. I. Score. Ko. 1 (7ftmb% Chap. XXXV 11 

iBt l^ 

Part. 


4<t - ^ J I p ■ fm 


3=? 


1 While on the si - lent 

2 He has no o - ther 

No. 1 {Fourih9\ preeeni Leuon. 


& 


deepg 
home, 


The 
The 



on the si - lent deepe, while on the deeps. The 
He has no o - ther home, no o - ther home. The 


m 




tj 


m 


ig^ 


wea - ly ship's crew sleeps. Who 
gal - lant ships that roam A 


^ 


I 


t 


^ 


on 
cross 


the top - mast 
the wide sea's 


iE tiJ J 


+ 


Wno on the t 


m 





S 


tJ 


|q 


wea - ly ship's crew sleeps, 
gal - lant ships that roam, 


top • mast 
The gal -lant ships that 



keeps - - - - 
foam .... 


Watch through the night? The 
Are his de- light, The 


sea - boy! And 
sea - boy! Each 



keeps. Who on the top-mast keeps Watch thro' the night? The 
roam. The gal - lant ships that roam Are his de - light, The 


sea -boy! And 
sea -boy! Each 


-J^-^ i 'i^^ 



i 


if he 
time he 


see 

goes 


a 
on 


sail Thro' the mists 
shore He lores 


if he 
time he 


^ 


of - - the 
Old O - cean's 



see a sail Thro' the mists of the 

goes on shore He Iotcb Old O - cean's'' 

J_Vocjx 
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r I r • g r ^ I r I 


Must loud the night-watch hail. 
And bins - t'ring winds the more, 



Ship 



le, Must 
roar, And 


loud - - 
bins - - 


the night • watch hail. Ship a . head, 
- - t'ring winds the more. Ship a - head. 



s 


nrnr r-cri^-^^ r u \ 


heady 
head. 


O the sea -boy! Must loud the night - watch 
O the sea-boyi He lores the winds the 



- - Ship a - head, O the sea - boy! Must loud - - - the night-watch 

- • Ship a - head, O the sea • boy! He lores . - . the winds the 



g ■ M r p c r 


hail. Ship 
more. Ship 


3 


a - head. Ship a - head, the sea - boy! 
a - head, Ship a - head, O the sea . boy! 



^ 


;■ ;■ J n 


Ship a - head. Ship a - head, O the 
Ship a - head. Ship a - head, O the 


sea - boy! 
sea - boy! 


9. 

In night's most winf ry rime 
Dotb he the top-mast climb; 
We soon shall reach the clime* 

Of ^e sun, thinks the sea-boy. 
And when they scorching lie 
Beneath the Equator's sky. 
He waiteth patiently 

For a breeze — ^0 the sea-boy! 

4. 

Then in the Polar night 
He sees the Arctic bright 
Ware, like a rale of light. 

Across the sky — O me sea-boy! 
Or on the ocean's rim 
Doth watch tiie red sun skim, 
Almost as it might swim 

Day and night — the sea-boy 


5. 
And now the ship doth come 
Where the cocoa-nuts bloom. 
And the sarage hatii his tomb 

In the Morai — ^the sea-boy! 
And Nature's chieftaincy 
in fiur Isles rules the free 
Beneath the bread-fruit tree. 

Painted and wild — O tiie sea-boy 

6. 
Nowhere but on the seas. 
And battling with the breeze. 
Are seen such sights as these. 

He loudly cries — the sea-boy 
Let who win stay at home. 
As for me, I will roam 
Across the wide sea's foam ; 

Ship a4ioy— the sea-boy! 
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SOLFEGGIO. 

Allegro. 
No. 2. Score. No. 2 (rWrdt), Chap. XXXVH. 


Composed by WiLHsy. 


l8t 

Part. 



2nd 
Part. 


Srd 
Part. 


m 


No. 4 {TMrdi), Chasp. XXXV. 
Ir^E— 


t 


^* — - 


t 


■4= »- 


i^^ 


^ • — P- 


No. 2 (FoMflAf), present Leaon, 





t 


a 


£ 


l rC;r ^1 ^ ^ 




Ist time. 


Fine. 
2nd time. O 




fe 


1st time. 


JFine. 
2nd time. O 



J2 ». 


£ 


JS n 


^ 


^ 



t 


1st time. 


P=it=fs 


^ss 


2nd time. O 




fHJ ^JLjijjiJl^ 
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t 


^^J jij J J-%^ : ^ 


h — S- 


O.hS ^ 


23 


^=^ 


23 


£=:gi^ 


y'r-rrrl^-J'U^ T^Jl^-J'Jjl 




EXAMINATION ON CHAPTER XXXIX. 


Q. In what scale 18 No. 1 of this Chapter? — A. In 
£a minor. 


How do yon know it is not in Do$ — Both parts 
end with La; and moreoTer Sol it and Fa tt occur 
twice. 


Grammar.] 


* The Mi Q shows a modulation into Fa. 


ISO 


[Chap. XJL 


Chapter XL. ¥OVWrilS— continued. 
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TIME, ""ALLA BBEVE'' AND "ALL A CAPELLA.^' 


1. This character (^ 
a breve, and which is 


is indicative of a kind of time, wherein each bar contains 
therefore described as a/fa breve time. 


2. A breve |t3| is equal to two semibreves^ four minims, eight crotchets, &c. 

3. A bar of music containing a breve is to be beaten exactly like a bar con- 
taining a semibreve ; but each beat, instead of being worth a crotchet, is worth a 
minim* 

a. Make seyeral saooesrions of four beats^ in the usual manner, saying, on itkbfint beat only. 
Breve. 

[To be done."] 
& Make seyeral saocessions of four beats^ saying, on the first and third beats^ Semibreye. 

[To be daneJ] 
c. Make several saocessions of four beats^ and on mmA beat say. Minim, 

[To be d<me.'\ 


PSALM. 

Li Three Parts, with No. 5 {Fifths), Chap. XLL, and No. 4 {Fifths), Chi^. XLIV. 
No. 1 . « 



^ 


t 


3 


Q Q 


I 


em 


3CZ 


i 


i3 


ZTTi 


XJ 


Thou, bj whose strength the moim - tains stand, Whose Toiea the wares o - hey, 



|| J ° \ '\ 


S 


S 


^ 


I 


T± 


3ZX 


ri 


-o» 


xu: 


Whose ndgh - ty Spi - rit can com - mand The pas - sions' wild - er swaj. 

d. Modem music is rarely written in Alia Breve time; indeed, pieces of aneimt mnsic, 
orig^inally so written, are now often printed in common ^(3^ time; a semibreye being substituted 
for each breve, a minim for each semibreve, a eroteha for each minim, and so on. If the beats are 
of the same length in the latter case as in the former, there will be no difference whatever in the 
effect. No. 2 is the same melody as No. 1, but translated into the more modem notation of four 
erot^its in a bar. 


* The Si C shows a modulation into Do. 


[Vocal 


Chap. XL.] 
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The pvpUt urt// tol-ik the Psahn twte belowy making each erotehet uf the eame length at each mmim 
im No. 1^ and the other notet qf proportionate iengiht. 


No. 2 


PSALM. 


#^'^j i Jj^ Jif^ 



Thou, by whose strangth the moontaiiia stand, Whose voice the waves o - bej, 



ri^r r^ir f-m^ M 


Whose migh - ty 


• • 


Tl 


lit can com - mand The pas - sions' wild • er sway. 


€. There is still another modem mode of printing music in Alia Breve time, which consists in 
dividing each bar into two, without changing the notoHm. For this, a different method of heating 
b required ; music in such time being most conveniently executed with two beats in a bar. 

/ Make several successions of two beats (one up and one down, as in the 
figure), and on the first beat of each two (the dawn beat) say, Semibreve. o f 


[To be doneJ] 

4. Each semibreve has lasted during two beats. 

^. Make several successions of two beats^ and on each say. Minim, 
[To be done.'] 

5. Each minim has lasted during one beat 

h. Make several successions of beats, and say, Crotch, twice to each beat. 
[To be done,"] 


6. Each crotchet has lasted during half a beat. Each beat is, 
therefore, worth two crotchets. 


2 ' o* 


Semibreve. 


H'^ 


MinmL 
Be. 


I 

Do. 
Minun. 

fig. 3 

Crotch. Crotch. 
Mi. Fa. 


f if 


Vo. Be 
Cmtch. Crotch. 


The^ three kutExenises should be repeated, eaUing the notet Do, B^ *<?.,« in the Jini praetiee 
ofquavert, Chap. XV. » » • /^»v»m« 

7. Music requiring two beats in a bar, each worth a minim, is sometimes 
csaedAlla Capella time, to distinguish it from the Alia Breve time, from which it 
is derived. 
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f. The IMm tone above is exhibited once again, in Alia Capella time. The eflFect will not 
be ofitfe the flame as in Nob. 1 and 2 : a stronger accent will natniaUy be laid on several notes 
which in Nofl. 1 and 2 were sung to thelAW beat of the bar, but which, in No, 3, will be sung 
with the /Inf beat. 

The Teacher wUl poini ami theee tuOee. 


PSALM. 


No 3 



S 


r2 


jj i c].in°i i M| i <)i° i ^l i JncJ|" g 


Thoa, bf whose ttreiigth the moonteios stand. Whose Toice the waTss o - bey, - - 



^ 


^^ 


3 


13 


^ 


! 


Tl 


IJL 


3 


-e^ 


3ZE 


m 


Whose mi^ - ty Spi - rit can com • mand The pas - wna' wild - er sway. 


6, In reading music in aUa capella time, or in alia breve time, a minim rest is 
to be counted as one, and a semibreve rest as one, two* 


Ez.1 



TJl 


3q=: 


One, Do, Be, Mi, One, One, Do, Be, Mi, One, One, Two, One, Two, Do, 

To be read in Hme, 


- One. 


8. A rest, of whatever kind, which occupies the beginning of a beat, is in 
reading to be expressed by pronouncing aloud the number — One. (See Chap. 
XXIV., Par. 1.) 


Ex,a 



One, Do, One, Re, One, Mi, One, Fa, One, Sd, La,One, Sd, La, One, Sol, La, Si, Do, Da 

To be read in Hme. 


9. But a rest whicli occupies the end of a beat — or rather, which comes after a 
beat has been made, is not to be named in reading. 


Ex.3 



^ 


33 


m 


IZL 


Do, Si, Do, Mi, Be, One,Sol,Do, Bii, Be,Do, One,Sol,Do,One,Sol,Do, Sol, I^a, Si, Do. 

To be read in Hmc, 
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ROUND. 


No. 4 Moderate. 


Oompoeed by Wilhem. 



TJ 


TJ 


i 


mw. 


m 


^ 


m 


m 


* 


■/=v 


^ 




U 


-O^ 


^ 


X3 


t7 '- 


33 


^-M^r r r i r 


# 


^^ 


rra 


-0 


fj 


±JL 


Tl 


TD 


^ 


.z""^. 


P 


a 


33 


Q P 




^ 




S 


-O 


^ 


312 


^ 


fj 



No. 6 


1 


^ 


rriii 


E 


t-/ 


^ 


Hear 



I 


^©^ 


hear 


;gt 


ROUND. 


XJ 


■^ 


my 


prayOT, 


X3 


■©r 


my 




£ 


prayer, 


and 


e 


let my cry - ing oome un - to 



I 


-O 


Thee, 


3zi 

o 


Lord. 


4 


1 


G1U11MAB.3 


134 

No 6 Allegro Giusto. 

mf 


FOUBTHS. 
SOLFEGGIO. 


[Chjlp.XL. 


Composed by John Hullah. 



I 


pp 








^ 


3 


;^j jjjU^ 



^^^ Rail, e Dim. mf 




312 


riir i r'tT'i \ ^i: m 



^^—^ 


-^E__^p.___ I 


-O^ 


^ 


TZ^ 


P 


i2a2 
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10. Two beats in a bar^ though more strictly applicable to ofti capella, than to 
any other time^ may be applied very conveniently to any music in conmion time^ 
where the divisions of the bar are simple. The two preceding exercises^ Nos. 5 
and 65 may be practised with two beats in a bar. 

The clan toiU praeHte 5 and 6, making two beats in eaeh bar. 


EXAMINATION ON CHAPTER XL. 


Q. What does this mark fn meaa ? — A, A spe- 
cies of common time of either two or four beats in a 
bar. 

What is the time called?— ^Ai breve, or alia 
eapeOa iame, 

Wliat is the value of each beat in alia breve or 
iUla capeUa time ?— A minim. 

Beat a bar of aUa breve time containing two semi- 
breves. — [To be done,] 

Beat a bar containing tour minims. — [ To be done.} 

Beat a bar containmg eight crotchets.— [7b be 
done.] 


Beatabar oontainingoiM aeiinSbreve,—^[Tobedone,] 

Beat a bar containing two minims. — [To be done, ] 

Beat a bar containing four crotchets. — [To be 
done.] 

Beat a bar containing a crotchet rest, a crotchet, 
and a miniuL — [7b be done.] 

In what scale is No. 6 in this Chapter? — In Mi 
minor. 

How do yon know it is not in Sol major ? — By 
the JReJlt in the fifth bar, and the Mi with which it 
ends. 

In what scale is No. 6 ? — In Re minor. 

How do you know it is not in Fa?— By the Do j( 
in the first bar, and the Re at the end. 


Chapter XLI. FIFTHS— re««mi?rf. 
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Do, Sol, Fa, Do, Fa, Do^, Va% Do. 



Brfore eommenoing the ttudy qf this Chapter, the Teacher wUl eMunine the class on the interval of a 
F\flh.-^(See Chap. XVI.) 

1. A PERFECT fifth may become imperfect^ or an imperfect fifth perfect^ by 
placing a sharp^ or flat, before one of the notes composing it. 


fig.2 


fig. 3 



-^ 


-^ 


^ 


m 


Feifect Fifth. 


Imperfect Fifths. 


^^ JnmAvfiMtflTi 


-^ 


fe 


^ 


9&^ 


Imperfect Rftfa. 


Perfect Fifths. 


2. Every note .has its perfect fifth above^ sharp^ flaty or natural like itself ^ 
excepting Su Every note has its perfect fifdi below, sharp^ flat^ or natural Uke 
itself y excepting Fa. 
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FIFTHS. 
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the 


a. It will be remembered that between Si and Fa there is an imperfect fifUi. Conseqneniljy 

fig. 4 ^.6 

!|o I I and 

perfect 
Fa, 


perfect fifth above ^p 
Siuai^heFaiH: ^ 


-^ 


{vice vend) the —y- 
ect fifth below -/^ 
must be /SS b* ^ 


5 


^ 


6. Let ^ ezamme the Tarioiu examples of Fifths at the head of this Chapter. 

To be done J eaeh pupU analgsnng an inierwdy at in Chap. XXVIII. 
The Teaeker wiU Uten touch on hit hand iheJbUomng or ainy timUar pauoffetfor the olau io eol-fa. 


o 


o 


o 



■• '■' -■«■ 


• ■ • 


o> 
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o 



■ • 


7^ 


^ 


If- - 


CANON. 


Lairhetto. 
No. 1 A 



^ 


s 


-G^ 


■it^ 


B 


1^ 


r2 


Composed by Wilhem, 


S 


^O^ 


§ ^-^J i . 


X3 


1:3 


^ 


-e^ 


^ 


^P 



^ 


13 


ii i f'^ 


-G> 


^g 


^ 


■©r 


^^ 


^=^ 


Z3 


^^ 


-Qfc- 



-O 


^ 


'M l .l.JJIffq 


-O^ 


^s 



TDT 


^i 


^O 


-O 


. J j I J < ^ 


XT 


[Vocal 


Chap. XLL] 


JflPTHS. 


137 


ROUND. 


No. 2 


Oomi 


1 


t^''\ ^ J h 


moBedby 


HoiTQir. 


W 


s 


m 


Bleaa ihem that cane yon, do 


m 


m 


-©^ 


good to them that * hate 


^ 


* 




fj 


"gf r I ° i r 


youy and 


pray for them that hurt yon. 


No. 3 



CANON— In Two Parts. A and B. 

^ Composed by Wilhem. 


e 


i j I NJ ^ j^l J 


IS 


■O 


rl^tlTFI 



i=^^ 


r n rf ;rJ | ° i 


^rtwH 


No. 4 



CANON— In Two Parts. AandB. 

^ ^ Composed by Wilhem. 


i 


pis^^a^^^ 


^^g 



No. 5 



PSALM. 

In Three Fterts with No. 1 {Fowrtha), Chap. XL., anJ No. 4 {F\fth9\ Chap. XLIL 


s 


< > I < > cJ < > < )l 


-©^ 


r3 


izto 


ZII 


-rrr-r^ 


-©^ 


Thoa, by whose strangUi the moon -taiiis stand, Whose voice the waves o • bey. 





o l hi 


ZX3 


33 


-©^ 


L±X± 


^ 


XT 


TIT 

pas - sions' wild - er swaj. 


Whose migh - ly Spi rit can com - maad The 
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FIFTHa 


LChap. XLT. 


EVENING SONG. 

OompoBed by Wilheic 
In Three Parts, wiA Na 1 (FoiirfAtXCSiap. XXXVIII.» and No. 1 {Sitrtht), Chap. XLYI. 
No. 6 Maestoso.^ 



S 


mf 


S 


g 


r- — r- 



Tis ere; our work is done: Ere we part for the night, With 


3 


^&-^ 


I 


-©^ 


m 


^^ 


grate - ful looks each one. Our mas - ter bid €k>od Night His kind and gen - tie 



sway Persuades us day by day To live In peace and lore; O how then can we 



prove Our humble, humble gra-ti-tude, Our humble, homble gra - ti - tude? 
Ores. Dim. 




O Fa-ther, firom on high. On him Thy Spi-rit pour; May no cft- 

— W- 


E 


m 


I J i^ I 



■=&- 


^^ 


-o 


la - mi - ty Approach his cot - tage door; O spread his fro - gal board. And 



^^f 



-©f 


^ 


? 


JO 


may Thy presence, Lord, Through nighfs dim so - li - tude A -bore his dwellii^ 

RaJl. e Dim. 



brood; So may he, may he sleep in peace. So may he, may he sleep in peace. 


EXAMINATION ON CHAPTER XLI. 


Q. What kmd of fifth is that between ^and 
Re^—A. A perfect fifth. 

How could it be made an imperfect fifth ? — By 
putting a sharp before Soly or a flat before Re, 
. What kind of fifth is that between Si and Fa?— 
An imperfect fifth. 


How could it be made perfect ?^-By putting a 
sharp before Fa, or a flat before Si, 
What note is a perfect fifth above Sol Jf ^—Re %, 
What note is a perfect fifth above ^1—Fa% 
What note is a perfect fifth below Fa $^Si [>• 
[Simlar qwstkm to he ooniinuedy ad lib. ] 


[Vocal 
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Chapter XLII. FIVTHS— continued. 
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TRIPLE TIME. 

1. '^ There are two principal kinds of time; common time^ and triple time# 
A musical passage is said to be in common time when an even number of beats 
can be made most conveniently in each bar; in triple time^ when an odd number 
can best be made.^^ — {See Chap. V., Par. 70 

a. All the musical passages we have yet song have been in common time; we shall now com- 
mence the study of triple time. 

2. '* At the beginning of every movement, certain signs are placed to show 
in what time it is.'' — [See Chap. V., Par. 9.) All " times/' excepting (3 und Q 
are expressed by figures placed (in fractional form) one above the other, thus: — 

3. The principle upon which these figures are so placed, is this. The hwer 
figure refers always to a semibreve understood, showing into how many parts 
that semibreve is supposed to be divided; the upper figure shows how many oiF 
those parts each bar is to contain. 

b. For example— suppose the signature of a piece be | ; the fourth of a semibreoe is a 
Vp<eA«^9— then there are three crotchets in each bar. Again, suppose the signature be | ; . the. 
^hth of a semihreve is a quttwry—'iYien there are six guavers in eadi bar. 


4. Triple time of three crotchets in a bar is known by 
two figures placed one above another; thus, f . 

e. Make three beats in the directions described in this figure, 
striking slightly the hollow of tibe left hand at the point marked 1, 
and saying, Down, right, up. 

The Teacher will give an example, which the doss will imitate, 

d. Repeat the last Exercise, naming the beats 1, 2, 3; 1, 2, 3, &c. 

To be done many times in succession, 

PREPARATORY EXERCISEa 


A 


// 


^ 


2 


Bight 


Thefow Esereiiei on the next page are to be read in time on both methodt- The dutrU^Mon iff 

beatt in each bar m shown in the fiiUowing figwrtt. 
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Crotch. 


Crotch. 
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Ex.1 ^ 


XD^ 
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^&-^ 
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Ez.2 



EK.3 ^ 


■©^ 


o ^ 
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Ez.4 


5 


5 


t:^ 


312 


X3 


xy 


ThefoUowing EatrciuM are to be read in Hme, and may be 8ol-fiired. 



5 



Ex.7 


Ex.8 



Ex.9 



Ex.10 



j^;:j|j J^=riHMm3jir^ 


Ex. 
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3Z2 


^^ 


sit 
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1 
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Ex. 
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CANON— In Two Pbrts. AandB. 


Moderato. 
No. 1 . A 



Ck>mpofled by Sabbatoq. 
B 


'ii,::^ \ ii^\^fjTi\^j^ \ um\ 



j*, J J J J J JU.iiJ4-^,^i^^ 
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3Zi 
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ROUND. 


No. 2 Andantino. 


Composed by Jenkihs. 
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The kine, the kine» are home - ward go - ing, 


M 




^ 


3a 


t 


r± 


^ 


^ Where o'er the ford the stream ib flow-ing, 

1= 



Ot #^ 


^ 
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They drink and wan - der on - ward low - ing. 
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THE SPINNING WHEEL. 


No. 3. Soora 

Allegro Moderato. 

No. 2 {TMrdi), Chap. XXXV. 


Composed by Wilheh. 


pi^. | /k*.-^j|j J J Jh| 



2iid 
Part 


3rd 
Part 


1 The wheel, Q how it hums! 

2 O dame, thy sai - lor boy 

3 And he, the sirelthafs gone 

No. 2 (Faurtht), Chap. XXXTIIL 


The mer - ry spm - mng 
Up - on the gid - dy 
Up to the Bum-mifs 



M 


^^^^^^^ 


The wheel, the wheel, O how it hums 1 The wheel, the wheel, 


No. 3 (Fifth8)y preaerd Leswn. 



^^ 



^ 


The wheel, the wheel, O how it hums. The wheel, the 



wheel. 

mast 

rock. 



9-=\ 


^ 


^ 


m 


3:3 


Good dame, when the snow comes, 
Sits high, and sings with joy 

To watch thro' night, a - lone. 



g 


The 


The 


^^^^^ 


•1 f p c r f'i^ r -if r -if ^ -p-^ r 

O how it hums! The blast, the blast, how loud it blows ! 


f 



j-J^J-:Jrhp r^p ri^^^F ^^J Ji 


wheel, O how it hums! The blast, the blast, how loud it blows! The 
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fihep-herd shall not 

(Tot-f ring be - fore the 

wan - d'ringB of his 


fed 
blast), 
flock, 


The Mast; with plaid and 

God .speed tiie mnr-m^ring 

A - fiu* the fift-gofs 



^ 


^^ 
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The blast, the bh^t, how loud it blows ! 


The wheel. 
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blast, 
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b]ast,howload it blows! The wheel, O how it 



hose ..... Hell breast the win-ter 

wheel, .... - That spins the lamb-kin's 

flame ..... Up - on the hearth, he 
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a 


storm, 
ueece, 
spies. 
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Which 
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P-^ 




M^ 


If 

O how it hums! 


i^Trn 


The blast, 



how loud it blows! 



hums! 


^^ 


n 


The blast, how loud it 


blows! 



hark! how loud it blows -^ - - A. round our in - gle warm! 

wraps us while we reel - . . A . cross the swel - ling seas, 
prays, God bless the dame ... Her bu - sy wheel that plies. 



V^ 


f f f r r^ ^ff^ 



Hark, hark, the blast, how loud it blows Aground our in. gle warm! 



Hark, hark the blait» how loud it blows A-round our 
Gbjlmmar.] 


m-ele 


gle warm! 
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5. The semibreves divided by bars in the following Rounds belong one-half 
to one bar^ the other half to another* The same effect is generally expressed in 


modem music, thus : — .C> 


No. 4 


1 


-C^ 


ROUND. 


Moderato. 
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Composer unknown. 
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SANCTUS. 

Composed by John Uullah. 

In Three Parts, with No. 2 {Fifths), Chap. XUY., and No. 2 {Sixths),^ Chap. XLYII. 


No. 5 Grave. 
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No. 6 

lst&2nd| 
Parts. 


drd&4th| 
Parts. 


GOD SAVE THE QUEEN t 


i'fQyNihnNiX 


God save our gra - clous Queen, Long lire 
Thy choi - cest gifts in store, On her 


^ 


our no - ble Queen, 
be pleas'd to pour; 


fn • I rjT'^t ^^ 


€k)d save our gra - cious Queen, Long lire 
Thy choi - cest gifts in store, On her 


our no - 
be pleas'd 


ble Queen, 
to pour ; 



God save the Queen! Bend her 
Long may she reign. May she 


yic - to - ri . 
de - fend our 


ous. Hap - 
laws. And 


py and 
e - ver 



God save the Queen! Send her 
Long may she reign. May she 

Ores. 


yio - to - ri 

- ous. Hap - 

py 

and 

de - fend our 

laws. And 

e 

- yer 


'fHrn^ij 




glo - ri - ous. Long to reign o • 
give us cause, To sing with heart 
^pp Ores. 


ver us, God 
and Toice, God 


save the 
save the 


Queen! 
Queen! 



I -r f- -r -r 

glo - ri > ous. Long to reign o • 
give us cause. To sing with heart 


■J r 

ver us, God 
and voice, God 


save the Queen! 
save the Queen ! 


EXAMINATION ON CHAPTER XLIL 


Q. How many principal kinds of time are there ? 
— A. Two ; common time and triple time. 

Describe the difference between a bar of common 
time and a bar of >trip]e time. — A bar of common 
time is that in which an even number of beats can 
best be made ; a bar of triple time that in which an 
odd number can best be made. 

How do we tell what time a piece of music is 
in ? — By certain signs at the head of the stave. 

What are these signs P— Either a large (^ with 
or without a bar through it, or certain numbers 
placed one above another. 

To what do these figures ifefer ? — To a semibreve 
understood. 


Explain how. — The lower figure shows into how 
many parts the semibreve is divided; and the uppei 
figure, how many of those parts there are in a bar. 

Explain how you would know the contents of each 

bar, in a piece marked ^ . — The eighth of a semi- 
breve IB a quaver; and there will be six of those 
eighths (i.e. quavers) in a bar. 

Beat a bar containing six quavers. — [ To be doney 
and similar Exercises conHnued, ad lib.] 

How is a semibreve with a bar through it to be 
sung ? — One half is to be sung in one bar, and the 
other half in the other bar. 

Could this effect be expressed in any other way ? 
— Yes ; by two minims tied. 
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CftAP. XLIII.] THE USE OF CLEFS. I47 

a. '^To represent all the (twenty-two) sounds of the human Toice" by notes placed alternately 
on lines and spaces ^^ would require a stave of eUnm lines." (8ee Chap. III., Par. 3.) 

1. Figure I is a stave of eleven lines, upon which is represented a series of 
sounds, extending from the lowest usually sung by men, to the highest usually 
sung by women; — a oompass of three octaves. 


2. '' Voices are of two distinct classes; the voices of women and children, and 
the voices of men." (See Chap. III., Par. 1.) The former are divided into trebles, 
sopranos, mezzo-sopranos, and altos (or contraltos or counter-tenors); the latter 
into altos, tenors, baritones, and basses. 

5. In the figure above, the/rjf classification is shown by the dotted cunred lines ; the 9wmd 
by the lines at right angles with the stave. 

The Teather wtUpohU out in thefigwrey fira^ the eompass qfeaeh daas afvcioe^ and then the wirunu 
tdnda nf etuh ekus, 

3. ^^ A clef is a character which represents a particular sound." {See 
Chap. III., Par. 4.) There are three clefs : — 



'. I ■ 


The Sol clef, /(h; the Do clef, LJ ; and the Fa clef, Q: 

Point to 0aeh qf theae eUfs in the great ttaoe, 

4. Each of these clefs represents a sound a fifth below the other. 

The Teaeher will show this on the great stave. 

5. '^In general, a single voice cannot produce more than twelve sounds'' 
(Chap. III., Par. 3); to express which a stave of five linear is sufi&cient. As the 
compass of each kind of voice occupies a different stave of five lines, we take from 
the great stave any we have occasion for, and retain a clef to designate it. 

e. Sometimes we make a temporary addition fig. 9 

to the ordinary stave by means of lei^ Hues, 
Indeed, the entire compass of no voice can be 
expressed without at least one*. The dotted line 
on which the Do clef stands in the great stave 
above, is, to the Bass and Treble staves, always a Ql 

ledger line, and is the point where they may be ■ 

said to unite. (iS;^^ also ^» 1.) 

Bs, 10 
<7. If a ledger line be added to the Treble 

stave below this (Do) it must be regarded as an 

encroachment on the Bass stave, thus : 

I -e 

«. If a ledger line be added to the Bass stave Z 1 1 1 1 Z _S-r-- HIT 

above this {Do\ it must be regarded as an ~ 
encroachment on the Treble ; thus : 




m 


• The redaction of the staye to fi»e lines is cumparatiyelj modem, and not even yet uniyersal. Many pieces of 
Cathedxal mnsic ore extant, written on na^line stsyes; and the plain-oong of the Boman Catholic Cliurch is to this day 
written on stayes of /our lines 

Geam.j|ar.J L 2 
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/, A glance at the great stave vrill show, that the oomptuu of each different voice ** requires 
a different set of five Imes." To begin with the most extreme; not a single note marked aa 
belonging to the Bass voice, stands on any line of the Treble stave ; and tnce versd. And 
though the voices less imlike than these two, have some notes («. e. lines) in common, still 
it must be plain that if we write the notes belonging to one voice on the stave of another, not 
only must we use many ledger lines, but several ttope lines vrill ^be unoccupied. For example, 
if we write the compass of the Tenor voice on the Bass stave, it will appear thus; — ^the worse, 
because the upper notes (those marked with a slur) are much more frequently wanted than the 
lower,' 


fig. 11 


r f f ^ 


Instead of,. on the Tenor stave, thus:- 
fig. 12 


^ 


^ 


^m 


6. To write music for a Bass voice, we take the five lowest lines of the great 
stave^ which, with one ledger line above, will contain its average compass. {See 
fig. 2.) 

7. For a Baritone (high bass) voice, we take the set of five lines next above 
the Bass ; with one ledger line above. {See fig. 3.) 

8. For a Tenor voice, the five lines next above the Baritone; with one ledger 
line above. {See fig. 4.) 

9. For an Alto voice, (the highest of men's and the lowest of women's* voices,) 
we take the five lines next above the Tenor; with one ledger line above t* {See 

fig. 5-) : 

10. For a Mezzo-Soprano voice, the five lines next above the Alto; with one 
ledger li^e above. {See fig. 6.) 

11. For a Soprano yoice, the five lines next above the Mezzo-Soprano; with 
one ledger line above. {See fig. 7-) 

12. For a Treble voice, the five lines next above the Soprano; with one 
ledger line below. (See fig. 8.) 

g. Of these seven different staves, one, the Soprano ti is in England falling into disuse ; 
two others^ the,Baritone, and, unfortunately, the Mezzo-Soprano, may be considered obsolete. 

h. But the Bass, Tenor, Alto, and Treble staves are constantly used, and the positions bf notes 
upon them must be studied by those who possess Bass, Tenor, Alto, Soprano or Treble voices. 

i. We will proceed now to study the positions of notes on the Bass stave, as being of .the 
greatest importance after the Treble. 

* To these the term Contralto .is usually applied. 

-f The practice of singing the Alto parts in elioral music by very high male voices is now falling into disnse; the 
second part in the quartet being generally taken by luw female voices (Contraltos and Mezzo-Sopranos). The part 
however continnes to be written on the Alto stave. It is greatly to be wished that the Mezzo-S(^rano stave, which 
represents, more conveniently than the Alto, the compass required {see Par. 10, and fig. 6) could be restored to use ; and 
that the Alto and Soprano staves, in company with the Baritone, were given up. 

t It is as difficult to account far the partial retention of this stave as fat the universal suppression of the Mezzo- 
Soprano. And yet to this day it is constantly used by Italian and French musicians in preference to the Treble stuve. 
Passages of modem vocal music written in the Soprano stave might be found, of which four notes out of every five are on 
ledger line* above the stave. ... 
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13. In the method we follow, the four fingers and thumb of the left hand 
represent the five lines of the Bass stave, as those of the right hand the five lines 
of the Treble stave. 

Direct the attention of the class to fig. 1, and make each pupU raise hisleft hand with the pakn 
towards Mm, and the /ingers placed as in the drawing. 

j. With the first finger of your right hand touch, one after the other, the fingers of the left, 
calling each after its corresponding line. Then touch the spaces between the fingers, calling each 
after its corresponding space. 

To be done, thus: Xst line, ^c; 1st space, ^c, 

i^.' The Fa clef stands on the fourth line of the stave of five lines, giving the name of Fa to 
every note on that line. Touch the finger which stands for the fourth line, and say, Fa, 

To be done* 

L From this Fa we can readily trace out all the other notes on the Bass clef» 

The Teacher toill pursue precisely the same course as in teaching the places of notes on the Treble 
stave, — See directions following Par. d., Chap. III. 

The notes Do and Mi abow and below the lines, are represented by actions like La and Do on the 
Treble stave. Re above requires the index finger bent. 

AU the notes from Mi to Be having been made out, the Teacher will touch and make the class name 
variotu notes. 

m. It has abeady been exphuned (in Chap. III.) that Tenors and Basses, in reading from the 
Treble clef, sing natttral^ and involtmtarify an octave loufer than the real notes ; so, on the other 
hand, when Trebles sing from the Bass clef, their voices sound an octave higher than the real 
notes. 


EXAMINATION ON CHAPTER XLIII. 


Q.- Of how many lines must a stave consist to 
represent all the twenty-two sounds of the human 
voice? — A, Eleven. 

How are voices divided ? — Into two classes, — the 
voices of women and children, and the voices of men. 

How are the voices of women and children di- 
vided?— Into Trebles, Sopranos, Mezzo-Sopranos, 
and Altos or Contraltos. 

And the voices of men ? — Into Altos, Tenors, Bari- 
tones, and Basses. 

' What is this figore [point to fig. 1] ? — A great 
stave of eleven lines. 

What do these dotted lines [point to the dotted 
curved lines'\ mean? — They show the compass of 
the voices of men and women. 

What are these lines at right angles with the 
stave for [touch them] ? — To show the compass of 
each individual voice. 

What is a clef ? — A character which stands for a 
particular sound. 

How many clefs are there ? — Three. 

What are they?— The Sol clef, the Do clef, and 
the Fa clef. 

Which of these three represents the lowest sound ? 
—The Fa clef. 

What interval is there between the sound repre- 
sented by the Fa clef and that represented by the 
Do clef ?— A fifth. 

And between the Do clef and the Sol clef ? — A 
fifth. 

How many sounds can a single voice, in general, 
produce*? — Twelve. 


How many lines must the stave have to express 
these twelve sounds ? — Five. 

As the compass of every different kind of voice 
will require a different five lines, how do you know 
which five lines are to be used ? — By the clef at the 
beginning. 

Do we ever add lines to the stave ? — Yes. 

How do we call such added lines? — Ledger lines. 

How many different staves of five lines can we 
take out of this great stave [point to fig. 1]? — 
Seven. 

Which of these seven have we used up to this time ? 
— The highest,— the Treble stave. 

Which are we to study now ? — The lowest, — ^the 
Bass stave. 

Which of the three clefs is put at the head of the 
Bass stave ?-~The Fa clef. 

How do we represent the five lines of the Bass 
stave ? — By the four fingers and thumb of the left 
hand. 

With which finger of the right hand do we touch 
the left?— With &e first. 

Touch the third line, second space, &c. — [7b be 
done.] 

Touch the line on which the clef stands ? — [To be 
done.] 

What is the name of the note that stands upon it ? 
—Fa. 

The Teacher will touch on his hand various notes, 
saying, — What note is this? — and this? — &c &c. 
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Chaptee XLIV. YimiS— continued. 

Prepare Laige Sheets Noe. 14 and 24. 

a. In Chapter XL. a Psalm tune was ezhihited, written fint witii four minims (or their 
value) in a har, and then with four crotchets ; it was shown, too, that the heats in the one^ 
being made at the same pace as the beats in the other, there was no difference whatever in 
their effect. 

b. It will be understood from this, that a note has no absolute value, and can only be long 
or short in proportion to other notes in the same movement. 

c. No. 1, the Bass of a Sanctus, part of which is in Chap. XLII., is written first in ^ time, in 
which we have had some practice, and then in 2 time : the effect, when the beats are of the same 
pace, will be the same ; a semibreve of No. 2 being equal to a minim of No. 1 and a minim 
of No. 2 being equal to a crotchet of No. 1. 


SANCTUS. 

Composed by John Hullah. 

In Three Parts, wUh No. 6 (Fifthe), Chap. XUL, and No. 2 (SufOu), Chap. XLVII. 
No. 1 Grave. 
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SANCTUS. 

Composed by John Hullah. 
In Three Parts, wiih No. 6 {Fifihs), Chap XUL, aitd No. 2 (Suftht), Chap. XLVU. 
No. 2 Grave. 
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SOLFEGGIO— In Two Parts. 


No. 3 Allegro. 


From Les Sol/eges d^ItaUe. 
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Part. 
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Part. 
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PSALM. 

The Words from a Paraphrase of the 6dth Psakn, hy Hbk&t Yaughan ; 1650. 
No.. 4. Scq^e. No. 1 (Fourtht), Chap. XL. " Chichester Time," from Ravensckoft. 


Ist 
Part. 


2nd 
Part. 


drd 
Part. 
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1 Thou, by whose strength the 

2 Thy good - ness crowns the 

3 The clouds pour on the 

4 The mom - ing with its 
No. 6 {Fifih*), Chap. XLI. 


r3 


moun - tains stand. Whose 

cir - cling year With 

thirs - ty plain Their 

cheer . ful light, . The 



in 


:& 


<> c> 


-Gf- 


xn 


3 


HI 


Thou, by whose strength the 

Thy good - ness crowns the 

The clouds pour on the 

The mom - ing with its 

No. 4 (Fifths), preterU Letton. 


moun - tains 
cir . cling 
thirs - ty 
cheer - ful 


stand, 
year 
plain 
fight, 


Whose 

With 

Theur 

The 


m 


P 


^ 


-Or 


in 


€^ 


^^ 


■^ 


O^ O 


^ 



Thou, by whose strength the 

Thy good - ness crowns the 

The clouds pour on the 

The mom - ing with its 


moun - tains 
cir - cling 
thirs - ty 
cheer - ful 


stand. 

Whose 

year 

With 

plain 
fight, 

Their 

The 


23 


I 


s 


HL 


3^ 


voice the waves o 

na - ture's rich sup 

fer - ti - liz - ing 

fra - grant breath of 



bey, 

showers: 
even, 


n 


-Or 


US 


r± 


Whose migh - ty Spi 

And '^ms&es aU mu 

In rich pro - fu 

The mild ef - ful 


<i < > 


-^ 


m 


m 


oi 


m 


. rit 

- sic 

- sion 

- gence 


HZ 


voice the waves o - bey, Whose 

na - ture's rich sup - ply. And 

fer - ti - liz - ing showers: In 

fra - grant breath of even, The 


m 


^— <3 


ri 


-o^ 


-o^ 


migh - ty Spi - rit 

'^mdces all mu - sic 

rich pro - fu - sion 

mild ef - fill - gence 


m: 


■^ 


^ 


Ot Or 


Gh 


voice the waves o - bey. Whose 

na - ture's rich sup - ply. And 

fer - ti - liz - ing showers: In 

fra - grant breath of even. The 



migh - ty Spi ^ rit 
^ms^es all mu - sic 
rich pro - fu - sion 
mild ef - fill - gence 


m 


m 


3ZZ 


3 


-^ 


im 


The 

And 

And 

AU 


r3 


pas - sions' wild - er 
beau - ty to the 

earth is wreath'd with 
praise the God of 


sway. 

eye." 
flowers, 
heaven. 


m 


m 


■^ 


HZ 


The 
And 
And 
AU 


sway. 
» 


-xy — 

pas - sions' wild - er 

beau - ty to the eye. 

earth is wreath'd with flowers. 

praise the God of heaven. 


-Or 


^ 


can 

I 

com . 

• mand 

The 

to 

the 

ear, 

And 

waves 

the 

grain, 

And 

of 

1 

the 

night, 

All 


3 


-©> 


ri 


■^ 


m 


pas - sions' wild - er sway, 

beau - ty to the eye.'* 

earth is wreath'd with flowers, 

praise the God of heaven. [Vocal 
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1. It is sometimes desirable, for the sake of effect or facility of execution^ to- 
transpose a piece of music into a higher or lower scale. Not only may this be 
done by re-writing it on another part of the stave (like the song, lAst^ the merry 
Bells, in Chaps. XXXIL and XXXY.), but sometimes, by changing th^ 
signature,the same notes may be made to stand for sounds a semitone higher or lower. 
fig.l fig. 2 fig. 3 fig. 4 

Mi], 


As from 



\>\ ) toZatl 




to iff Q 



I 


and 
ticevetsA. 


d. The following trio can be sun geither in iff [^ (as parts of it have appeared before), or iii 
iff Q a, semitone higher, as implied by the signature. 


SPRING. 

The Words by Peabody. 

No. 5. Score.* Andante. No. 3 {Fowrihs), Chap. XXXVIU. 


OompoBed by WUiHEM. 


Ist 
Part. 



2nd 

Part 


3rd 
Part. 


'mi^tfu 



1 Wben brighter %xaA and mild - er skies Pro - claim the op'n>iiig 

2 Forth vralks the la - bearer to his toil. And sees the fresh ar- 

3 Thus, like the mom - ing, calm and dear. That saw the Sa-viour 

No. 6 {Thirda), Chap. XXXY. 




When brighter sims and mild - er skies Pro - claim the op*n-ing 

Forth walks the la - bonrer to his toil, And sees the fresh ar- 

Thus, like the mom - ing, calm and clear, That saw the Sa-yiour 

No. 6 {F\flhs\ present Lesson, 



When 
Forth 
Thus, 


brighter sons and mild - er skies Pro - claim the op*n-ing 

walks the la - bonrer to his toil, And sees the fresh ar- 

like the mom - ing, calm and clear. That saw the Sa-vioor 

Fine.^ 



year, - 

ray 

rise, 


. What va-rious sounds of joy a- rise! What prospects bright ap 

- Of ver-dure clothe the flow -'ry soil, A - long his care - less 

- The Spring of heaven's e - ter - nid year Shall dawn on earth and 


-& — 

pear! 

way, 
skies. 

Fine/^ 



What va-rious sounds of joy a- rise! What prospects bright ap 

Of ver-dure clothe the flow -'ry soil, A - long his care-less 

The Spring of heaven's e - ter - nal year Shall dawn on earth and 


yf.i-j \ 


h-i 


pear! 

way. 

skies. 

Fint.^ 



year, 

ray 

rise. 


What va-rious sounds of joy a - rise !What prospects bright ap - pear ! 

Of ver-dure clothe the flow-'ry soil, A - long his care-less way. 

The Spring of heaven's e - ter - nal year Shall dawn on earth and skies. 


* The small notes in the Bass of this trio are only to be sung when the two upper parts are performed by Trebles' 
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LChap. XLDT. 



Earth and her thoa-sand Toi-oes give Their thou-sand notes of praise; And 
The streams, all hean - ti • ftd and bright, Be - fleet the mom-ing sky; And 

No Wm - tar there, no shades of night Pro -fime those mansions blest; Where 



Earth and her thon - sand to! ^es give Their ihon-sand notes of 
The streams, all bean - ti - fol and bright, Be - fleet the mom-ing 
No Win - tar there, no shadea of night Pro - fime those mandons 


praise; And 
sky; And 
blest; Where 



Earth and her thoa-sand Toi-oes gite Their thoa-sand notes of 
Thestreams, all bean - ti - fol and bright, Re - fleet the morning 
No Win - ter there, no shadesof night Pro - fime those mansions 


praise ; And 
sky; And 
blest; Where 



•p r ^ir r r r 


o r 



that by 
with ma 
the hap 


His mer 
sic in 
py fields 


cy liye, To God their of - f 'ring 
his flight. The wild bird soars on 
of light The wea - ry are at 


raise. When 
high. Forth 
rest. Thns, 


J I J . J J J I • 


m 


tiiat by 

with mn 

tlie hap 


His mer • cy 
sic in his 
py fields of 


live, To God their of - faring 
flight. The wild bird soars on 
light The wea • zy are at 


Tit 

raise. When 

high. Forth 

rest. Thns, 


all, 

there, 

in 


r ^ J I J . ^^-^f r^^^ 


-e^ 


m 


that by 

with mn 

the hap 


His mer - cy live, To God their of - f 'ring 
nc in his flight, The wild bird soars on 
py fields of light The wea - ry are at 


raise. When 
high. Forth 
rest. Thns, 


EXAMINATION ON CHAPTER XLIV. 


Q. In whftt seale is No. 3 of this chapter? — A. 
In La. 

On what stave is the second part written?— On 
the Baas stave. 


How do yon know this ? — By the Fa clef. 
In what scale is No. 6, if we abide by the first 
signature ? — In Mi \j. 
And if by the second signature? -In Afi tj. 


Chapter XLV, TIME SIGNATURES, 

Prepare Urge Sheets Nos. 14, 24, 26, 26, 27, and 28. 

!• The two principal kinds of time are each subdivided into two others; 
Hmple and compound. 

a. With simple common time, and simple triple time, you are already acquainted : the one 
requires an eoen, the other an odd number of beats in a bar. 

2. When each of the beats in a bar of common or triple time includes three 
notesy the time is said to be compound. 

« In the scale of S£i \^ this note most be La {. rVoCAit 


Chap. XLV.] 
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ft. In Chap. V. simple common time was compared to a square, and simple triple time to a 
triangle. Compound common and compound triple time may be further likened to the same 
figures, with a triangle on each of their sides. 



3. In simple common time every bar is divisible into four parts; in compound 
common time, each of those parts is farther divisible into three. In simple triple 
time every bar is divisible into three parts; in compound triple time, each of those 
parts is further divisible into three. 

4. So that compound common time is a triple time within a common time; and 
compound triple time is one triple time within another. 

c. For instance, a bar of simple common time may contcdnybfir crotchets^ thus : — 

fig. 3 A corresponding bar of ^ fig. 4 

compound common time 
would contain twehe 
quavers, thus: — 

an even number of (four) heats in a bar, but an odd number of (three) notes to each beat. 

d. Again; a bar of simple triple time may contain three crotchets, thus: — 
fig. 6 






fig. « __ 


but a corresponding bar of 
compound triple time would 
contain nine quavers, thus : 

not only three beats in each bar, but three wOes to each beat. 

5. Thus the accent falls in the same place in compound time, as in simple 
time, whether it be common or triple. 

6. All kinds of time, excepting Q and 0, are expressed by figures placed (in 
fractional form) one above the other, thus: |, §, |, &c. &c. {See Chap. XLII.) 

f. All the time signatures in common use are exhibited in the following tables. It will be 
seen that the manner of beating each compound time is similar to that of its corresponding simple 
time, s time, for instance, has four beats in a bar like (^, though each beat is worth half as 
much again, i, e, a dotted crotchet. ^ time and 6 time can each be beaten in two ways ; one, 
however, being like ^9 the other like 4, their corresponding simple times. 

6RAMMAI1.I 
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COMMON 


SIMPLE COMMON TIME. 


Signatores. 


Value of each Bar. 


Beats in a Bar. 


Value of each Beat 


^ 


C 


^ 


2^ 
4 


4 minims. 


4 crotchetB. 


2 minims. 


2 crotchets, 

i. e. 
4 quayers. 




« 

t 


J 


04 


^ 



1 mining 


1 crotchet. 


1 minim. 


1 crotchet, 

or 
1 quaver. 


'V0CAI4 


TIME. 


i5jr 


COMPOUND COMMON TIME. 


Bignatons. 


12 
4 


12 

8 


6 


6 

8 


Valtte of each Bar. 


4 dotted minims; 

s. e, 

12 crotchets. 


4 dotted crotchets; 

i. e. 

12 quayers. 


2 dotted minims ; 
6 crotchets. 


2 dotted crotchets ; 


t. 6. 


6 quavers. 


Beats in a Bar. 


<^' 


^' 



J. 



J. 



r 


J 



Value of each Beat 


A dotted minim ; 
3 crotchets. 


A dotted crotchet ; 

i: e. 

3 quavers. 


A dotted minim 

(if quick), 

or 1 crotchet 

(if slow). 


A dotted crotchet 

(if quick), 

or 1 quaver 

(if slow). 
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TEIPLE 


SIMPLE TRIPLE TIME. 


ValneofMch Bar. 


Beats In a Bar. 


Value of each Beat 


3 
2 


3 
4 


3 

8 


Sminiins. 


3 crotchets. 


3 quavers. 


4/ 


/r 


T 


^ 


/ 


r 


r 


y 


A 


V- — \ 


1 minim. 


1 crotchet. 


1 quayer. 


[Vocii. 
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COMPOUND TRIPLE TIME. 1 

Signatures. 

Valae of each Bar. 

Beats in each Bar. 

Value of each Beat 



A" 


9 
4 

3 dotted minims ; 
9 crotchets. 

/ 

/ 

0|. 

f A dotted minim; 
t. e, 
3 crotchets. 

^- 



A 

9. 


9 

8 

3 dotted crotchets; 

s. e. 

9 quayers. 


r 

A dotted crotchet ; 

t. 6. 

3 quayers. 

\ 




c- 


9 
16 

3 dotted quayers; 

i. e, 

9 semiqnayers. 



A dotted quayer; 

i. e. 

3 semiquayers. 
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EXAMINATION ON CHAPTER XLV. 


Q. How many sorts of common time are there^? — 
A, Two; simple and compound. 

How many sorts of triple time are there?— Two; 
simple and compound. 

What is tiie difference between a bar of common 
and a bar of triple time ? — The one has an even, the 
other an odd number of beats in a bar. 

What does a bar of compound common time con- 
sist of? — An eyen number of beats, but an odd 
number of notes to each beat. 

What does a bar of compound triple, time consist 
of? — An odd number of beats, and an odd number 
of notes to each beat. 

To what figure (or form) did we compare a bar of 
8iim>le common time in Chapter V. ?— To a square. 

To what figure (or form) did we compare a bar of 
ample triple time?— To a triangle. 

To what figure may we compare a bar of com- 
pound eommon time ? — To a square with a triangle 
on each side of it. 


And a bar of compound triple time? — ^To a tri- 
angle with a triangle on each side of it. 

How do we tell in what time a piece of music is ? 
—By certain signs placed at the beginning of the 
stave. 

What do these signs consist of? — Of a large f^ 

(with or without a bar through it), or certain num- 
bers placed one above the other. 

To what do these figtlres refer? — To a semibreve 
understood. 

Explain how. — The lower figure shows into how 
many parts the semibreve is divided; and the 
upper figure, how many of those parts there are in 
a bar. 

Explain how yon would know the contents of 

each bar, in a piece marked | ? — The eighth of a 

semibreve vn a quaver; and there will be six of those 
eighths («. e., quavers) in a bar. 


ty Snl Mi 


Chapter XLVI. SIXTHS— resumed. 

Prepare Large Sheets Nob. 14, 24, and 29. 


Sol, yiJL, Sol, Mi^&c. 


#t 


^i 


it 


^ 


QE 


9m- 


Bifore eommenoing the study of tlAs Chapter, the Treacher untt examine ihe class on the interval qf 
the Sixth, (5«0 Chap. XIX.) 

1. A MINOR sixth may become major, or a major sixth minor, by placing a 
sharp or flat before one of the notes composing it. 

fig 2 ^ fig. 3 



JZL 


-^ 


S 



-^ 


1^ 


13 


Minor Sixth. M^jor Sixth*. ^ Miyor Sixth. Minor Sixths, 

a. Let us examine the yarious examples of Sixths at the head of this Chapter. 

To be done, each pupil analyzing an interval, as in Chap. XXYIIL 
The Teacher will then touch on his hand the following or any similar passages for the class to sol-fa. 


i 1 

; — r- — 

-=— ;-; 

_ 

4) — ■•■• • • 1 

t==^ 

1 • .-^ 

— 


On 



* • ' ^ 2 ^ 




r^ 


O 


-• — •- 


-^L^ 


[VOCAT. 


Chap. XLVI.] SIXTHS. 

EVENING SONG. 

No. 1. Score. Wl^ No. I (jSwths), present Lesson. 


l8t 

Part 


2nd 
Part. 



^ 


-©►- 


m 


3=? 
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Composed by Wilhem. 


E 


S 


# 


"Kb eve; our work is done: Ere we part for the night, With 
mf No. 1 {Fwnhs\ Chap. XXXVIII. 




U 


5 


3rd 
Part. 


S 


^^ 


-^ 


t 


■e^ 


s 


'Tis eve; our work is done: Ere we part for the night, With 
n^No. 6 (ry^), Chap. XU. 


( i<^ Jir p 


3q: 


-©» 


1 


^ 



^ 


'lis eye; our work is done: Ere we part for the night, With 

— p 


E 


^»-! 


+ 


i 


grate-fill looks each one. Our master bid Good Night. His kind and gen - tie 


Sht. 


i 


H 


■f 




grate-ful looks each one. Our master bid Good Night. His kind and gen -tie 


^ 


i 


-©^-7 


grate-fiil looks each one. Our master bid €k>od Ni^t. His 


St. 


IS kind and gen- tie 




sway Persuades us day by day To liye in peace and Ioyo; O how then can we 




sway Persuades us day by day To liye in peace and love ; O how then can we 




sway Persuades us day by day 
5^ 


^live i 


in peace and loye ; O how then can we 



proye Our humble, humble gra-titude. Our humble, humble gra - ti - tude? 




prove Our humble, humble gra-titude. Our humble, humble gra - ti 


L^ll^ l J ■ JTtT^^ 


-O^ 


^^-^ 


prove Our humble, humble gra-titude, Our humble, humble gra - ti - tude? 
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SIXTHS. 


Ores, 


fCHAP. XLYL 
Dim. 



I 


Fa-theryfrom on high. On him Thy Spi-rit pour; May no ca- 
Cres. .Dim. 


O Fa-ther, from on high. On him Thy Spi - rit 
Ores. 



pour; May no ca- 

Dim. 




O Fa-ther, from on high. On him Thy Spi-rit pour; 


May no ca- 


-f-r^~ 


E 


-&( 


la - mi - ty Approach his cot-tage door; O spread his fru-gal hoard, And 




hi - mi - ty Approach his cot-tige door; O spread his fru-gal board. And 



^ 


; O spread his fru - gal 


f 


^ 


-©^ 


^ 


la - mi - ty Approach his oot-tage door 

i 


board, And 



may Thy presence, Lord, Thro' nighfs deep so - li - tude, A-boye his dwelling_ 



q4f=FR 



may Thy presence, Lord, Thro' night's deep so - li - tude, A-boye his dwelling 




may Thy presence. Lord, Thro' night's deep so - li - tude, A-boye his dwelling 
^^ jy ,<;->. Rotll, € Dim. 


brood; 80 may he, may he sleep in peace. So may he, may he sleep in peace. 
3^a. T) -ecr>- RcM. e Dim. 




brood; So may he, may he sleep in peace, So may he, may he sleep in peace. 

Roll, e Dim,. 


jT^jjU-nriJ^ 


■&^ 


-& 


-©f 


brood; So may he, may he sleep in peace, So may he, may he sleep in peace. 
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b. No. 2 of this Chapter is in | time. 

2. 4 time is to be beaten in two ways. {See Chap. XLY.) If die move- 
ment be moderately quick, two beats should be made in each bar; if very slow, 
four. 

e. We will practise first on the former method. 

d. Make several sacoessions of two beats, one down and one vp^ saying to the first beat, Doy 
Bey to the second, Miy Fa. 

\Tohe daiM,'\ 

3. Considering each of these successions of beats as a bar of | time, each 
number or syllable pronounced (and there were two to each beat) will be a 
quaver. 

fig.4 

e. The last passage 
will be written thus: 

/. Make several sacoessions of two beats as before, saying to the first beat, Do, Re, Mi^ Fa, 
to the second Sol, La, iSfi, Do. 

[ro be done.'] 

4. Each syllable here will be a semiquaver ;, 

g. The proportions of semiquavers to other notes was shown in the Time Table, Chap. XIII. 

fig. 6 

h. The last passage 
will be written thus : 

t. Let us read and wl-fa the following exercise ; repeating from the dots many times. 




fig. 



5 


ThefoUowing Exermes are to he read in time, and may he sol-fa-ed. 
EXERCISES FOB THE PRACTICE OF SEMIQUAVERS. 


Ex. 1 



i 


Ex.2 


Vuf^ 



Ex. 3 



Ex.4 


Grammar."! 
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SIXTHS. 


[Chap. XLVL 


THE SLEEPER. 


The WordB by Mbs. Hsicans. 
Ko. 2 ^ Andantmo. 


GompoBed by Wilhbm. 


2nd 
Part 


■ii | i|) ny r H I r y^ i i' g ^ ^ir^n 


1 Oh, light - ly, light - ly tread! ' A ' ho - ly thing is sleep, On 

2 Oh, light - ly, light - ly tread, Be - vere the pale still brow, The 

3 Her soul is &r a - way, In her child-hood's land, perchance. Where 


§is' \ ^,i.^\^y^u^i^n- \ r: \ 


Oh, light 
Oh, light 
Her soul 


ly, light - ly tread! ^ A^ ho - ly thing is sleep. On 
ly, light . ly tread! Be -vere the pale still brow. The 
is &r a way. In her ehild-hood's land, perchance, Where 


tf P i J' P I 


m 


fj 


f 


/ p fi" I 


the worn spi - rit shed. And eyes that wake to weep. A 

meek - ly droop - ing head. The long hair's wil - lowy flow. Te 

her young sis - ters play. Where shines her mo - therms glance. Eadi 



J- J- J- J- 


j'jjJ^J 


^ 


the worn spi - rit shed. And eyes that wake to weep. A 

meek - ly droop - ing head. The long hair's wil - lowy flow. Te 

her young sis - ters play. Where shines her mo - therms glance. Each 



ho - ly thing from heay'n, A gra-cious dew - y cloud, - - A 
know not what ye do. That call the slum-b'rer bade, - - From 
of loTO is there. Each gleam of beau - ty fled, ... Each 


voice 



ho - ly thing from heay'n, 
know not what ye do, 
voice of love is there. 


^^W- 


A gra-cious dew - y cloud. 

That call the slum-b'rer back. 
Each gleam of beau . ty fled. 



CO . Vring man . tie 
worlds un - seen by 
lost one still more 


giVn 
you, 
fair. 


The wea - ry to en - shroud. 

To life's dim fad . ed track. 

Oh, light . ly, light - ly tread ! 




^m 


A CO . Vring nian - tie ^v'n The wea . ry to en - shroud. 
From worlds un - seen by you, To life's dim fad - ed track. 
Each lost one still more fiur. Oh, light . ly, light - ly tread ! 


rVocAL 
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HUNTING THE HARE. 

Bound in Three Parts. Composed by Purosll 

No. 3 . . Allegro. 


- 1 Sirl pray bo so so 


I ■ ^ i^ 


pray bo so good, Ha^e 


you seen a boy 



There he goes, hark, hark, a -way 1 He bursts a- cross the o - pen heath, Well 



g';.f ^'!^f.n\ti-t!.^j'n \ 


O Pm spent, Pto lost my breath, Pll lie down here and watch them pass, They 



^ 


Bun 


ning like a hare to 


wards the wood? 



h 


T^ t^-g- 


^-^^^ 


run him down be - fore he hides be 


i 


3 


■Or 


neath the wood. 



lit - tie think a boy can hide in a tuft of- grass. 


2 Tom! pray blow the horn, 
Call them back again; 
See, he's left his cap upon that thorn. 
We're at £ftult — he's beat us all; 
Pye found a print here in the clay, 
I know his shoe has three great nails — ^he's gone this way: 
Follow! hark! the rogue I see, 

I'm sure he can't climb up that wall, 
So you run there, and Pll run here; lest he beat us three. 


EXAMINATION ON CHAPTER XLVI. 


Q, How can a minor mxth be made major? — A. 
By putting a sharp before the upper note, or a flat 
before the lower. 

How can a major sixih be made minor? — By pat- 
ting a sharp before tiie lower note, or a flat b^ore 
the upper. 

What sort of a sixth is that between Sol and Mi9 
— A major sixth. 


Between Soi and Mi K ? — A minor sixth. 
{Similar questions to be continued^ ad lib.) 
What note is a major sixth above Fa$ — Re* 
A minor sixth bebw Mi$ — Sol ^. 
(Similar questions to he eorUinuedf ad lib.) 
Beat a bar, containing two quavers and four 

semiquavers.— [To be done^ and tmnlar exereiseSj 

adUb.] 
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I CsAP. XLVII. 


Chapter XLVII. EXERCISES FOR THE PRACTICE OF g TIME. 

Prepare Lai^ge Sheets Nob. 14 and 29. 

1. § TIME is to be beaten in two ways. {See Chap. XLY.) If the movement 
be slow^ six beats should be made in each bar; if quick^ only two* 

«k We will fiist practise the following exercises on the former method. 


h. Make six beats, at equal intervals of time, in 
the direction^ described in this figure, saying, Down^ 
]eft» left, Bight, left, up. 

[ To he dofM .] 

c Now again; saying, One, two, tiiree, JFbiir, 
fiye, fflx. 

[7*0 be dmiieJ\ 
d. Again ; saying. Do, Re, Mi, Fa, Sol, La. 



e. A bar of 8 time may contain iix qwmers; a bar of 4 time may also contain six quaveis. As 
it is possible that these two species of time (which are as unlike as possible in effect) may be 
confounded, I will recapitulate the points of diffisrence between them. 

2. § time is a common time; | time, a triple time. A bar of § time divides 
itself naturally into two parts, each worth a dotted crotchet; a bar of | time, 
consisting of three beats (each worth a crotchet), can by no possibility be divided 
into two parts, without utterly destroying its actentj and changing its character. 

3. The two following passages consist of the same notes. The one is in §, 
the other in % time ; their effect is as different as possible. 


The Teaeher mil read and sol-fa Ihe twofoUoumg postages in immediate succession; beating time firmly. 


fig. 2 


fig. 3 


^^ricrN^i i |-^:frrr; i :;[^ 


/. The importance of accent needs no further demonstisiion. 


[Vocal 
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i 


PREPARATORY EXERCISES. 
Thefottofoing Exercises are to be read in time {and maff be sol-fa-ed) like those in Chap. XVIII. 


Ex.1 



Ex. 2 



jrr- J ■ I J ■ ^ 


£ 


F-=l- 


Ez.3 


^Qs 



3q=^ 


°\' \ [-r-^ 


Ex.4 



fjiJ.iJj^r-ic:;^-!^^ 


'-' jili J. r37N-T^^N'i7jlj.;7]h. 


"■• j>li I jTi I (J^ l ^^^J I J ■ ^ S 


Ex 



^^ 


J^J J1J JM 


S 


Ex.8 


fiij j'jj3i"J^rc nn r ; ; ir 


Ex.9 


fe 


^^^ 



■^^;=:7^ 



■F-^ 


Ex.10 


Grammab.'] 



^J^JJ^^r^^£^^ ^ 
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EXERCISES FOR THE PRACTICE OF % TIME. [Chap. XLVII. 


O COME YE INTO THE SUMMER WOODS! 


The Words by Mabt Howitt. 
No. 1 Andante Grazioso. mf 


The Melody by Boieldieu. 


Ist 
Part. 


2nd 
Part. 



O come ye in -to the Bum-mer woods! There, ent'reth no an- 




O come ye in -to the sum-mer woods 1 There, en^reth no an- 


3&4 
Parts. 


-O^ 


-Gh 


-& 


Come, 


^ • 


come, 


come, 



Jir g:;Mrp n^g ^^ 


noy; All green -ly ware the chest-nut leayes. And the earth is fiill of 




fp 


noy; All green -ly wave the chest -nut leayes, And the earth is full of 


i^^==^ 


t^ 


-Gh 


-&- 


-©» 


come. 


come. 


come. 


come. 



joy: joy: I can-not tell you half the sights Of beau -ty you may 

1st time. 71 2nd time. 



). jj zna ume. ^ 


jo^ O joyT I can-not tell you half the sights Of beau-ty you may 

Ist time. 2nd time. 



come. 


come: I can-not tell you half the sights Of beau -ty you may 

[Vocal 


Chap. XLVIL] EXERCISES FOR THE PRACTICE OF | TIME. 
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i ifZ^jir [An. \ ^ m 



see; The bursts of gold - en sun - shine, And ma-ny a sha - dy 



see; The bursts of gold - en sun - shine, And ma - ny a sha - dy 


^^^^^^ 



see; The bursts of gold - en sun - shine, Ajid ma-ny a sha - dy 


T^r gpcp 



tree. O come ye m - to the sum - mer woods ! There, enf reth no an- 



noy; All green-ly wave the chest - nut leayes. And the earth is full of 



tJ 


noy; All green-ly ware the chest -nut leayes, And the earth is ftdl of 



^ 


^ 


-©^ 


come, 
Cfres. 


come, 


^ 


come. 


come. 



joy. And the earth - - 
Ores. 


IS 


of joy. 


^ LH iU^ i^ l^ii ^^ 


joy. And the earth - - is full - - '- of joy. - 
Ores. 



mim 


f4 n V ffrmfH^sf 

come, For the earth is raU of joy, full of joy, full of joy. - - 


^H^-=^ 


Grammar.]] 
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SIXTHS. 


[Chap. XLVIi 


SANCTUS. 


No. 2 Graye. 

No. 2 {SMu)j preteni Leu(m. 

T 


Composed by John Hullah. 


1st 
Part. 


2nd 
Part. 



^ 


X3 


^ 


JDi 


Ho - ly, ho - ly. Lord God of 



No. 6 {Fiftht), Chap. XLH. 

J2 


i 


rr 


in 


m 


-^ — &^ 


■^ — ©^ 


-©^ 


Ho - ly, 
No. 2 {Fiftht), Chap. XUY . 


ho - ly, 


ho 


ly. Lord God of 


< > C J 


n 


3rd 
Part. 




<> < > 


c> <> 


-^ 


g 


-^ 


Ho - ly, ho - ly, ho - ly, ho - ly. Lord God of 



Ores. 


Dim, 


3^ 


33: 


Q O 


Oi o 


TJ 


^>-r 


;;o: 



^^ hosts; Heayenand earth are 

Ores. 


fiill of Thy glo - - - ry. 



i 


i 


Dim, 

— I — 


Glo - ry 


i 


3ZE 


3 


-^ 


33 


Ci < \^ 


2ZZ 


< > < y 


hosts; Heayenand earth are 

Ores. 


Tir~rT 


full of Thy- * glo 

DiTn, 
Q 


- >T- 


Glo - ry 

/ 


7"V* 


ir 


Q O 


TH 


a 


IZE 


^^ — ^ 


IZL 


c > * 


hosts; Heayenand earth are full of Thy glo 


>T- 


Glo - ry 



^ ^ ^> 


O Q 


^•V i> 


XH 


^>-=- 


■^ 


m 


be to Thee, to Thee, Oh Lord 


most 



3a: 


13 


]□ 


high. 


3ZL 


-^ 


xij: 


< > - 


o o 


■^ 


be to Thee, 


Oh Lord 


most high. - ^ 


ICE 


m 


< > <y 


xd: 


TX 


T?~o 


3IZ 


-©^ 


most 


be to Thee, to Thee, Oh Lord 


high. 


LVOCAL 
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Q. Is § time oommon or triple? — A, Common 
time. 

What aprt of common time? — Compomid com- 
mon time. 

How many beats are to be made in a bar? — 
Either six or two. 

When do we make six beats in a bar ?— When the 
time is slow. 

What is each beat worth then ? — A quayer. 

What is the yalue of each beat, where there are 
iwo in a bar ?— A dotted crotchet. 


Beat a bar containing six quavers. — [To be done^ 

and any cf ihe Exerdaea above tn a skmlar manner,1 

Beat a bar containing six quavers, first in 

4 time, then in §.— [7*o be done.] 

I cftrtn stcTLcn) 


Chapter XLVIII. SIXTHS— continued.— I TIME. 
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1. I TIME is to be beaten like | time {see 
Chap. XLII.) ; three beats in each bar^-— each 
beat, however, being worth a quaver. 



ThefoUoaing EMereieet are to be read m Itmtf, and may be aol-fa^. 


•-■^^ 


3^ 


Sz.2 


(j'i! r J1 1 r3 J I rj 3 1 ^Tjl l ^-' 


^' 4=^ 


^ 


s± 


5 


i 


^^ M) H J 


? 


i 


i 


^ 


? 


The Teacher will direct attention to the fact that the four Exerdsee above consist qf the tame notes, 
^ and produce the same effect as the four first Exercises en 4 time in Chap. XLII. 

2. A bar of | time Cworih J«)> and a bar of | time (worth ol*)^ tnough 

different in form, are alike in effect. As the J , of the former is to the ol. 

of the latter, so are the J^ and J\ of the former to the J and J^of the latter. 
Grammar.^! 
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SIXTHS. 


LChap. XLVIII. 


THE LABOURER'S SLEEP. 

Composed by John Scotland. 

In Three Parts, wUh No. 1 (Sevenihi), Chap. XLIX^ and No. 2 [Ootmes)^ Chap. L. 
No. 1 Andante. 



iT r ; JIJ'^ n-E^t^^ 


w^ 


i 



t 


Light - ly tready the sleep of toil, Dreams nor spec - tral 

Ores, 


^ 


r j ^itr J'iCir gp 


ifi - gils spoil: Cahn - ly as the moon -beams fsS\. 


n ( I r.T 1 1 ur c I , 



I 


On his lone - ly cot - tage wall^ 


Mr M e; ; 

ps the , la - Vrer; on nis 


^ 


I 


Cres. 


tf T i r n 



Sleeps the 

fcpz 


ear 


Na - ture's mu - sic 


r^f" 


through the trees 


fo f i r/ g| r ; ^'E 


Trem - bles from the mid - night breeze. 


I TIME-^resumed. 

a, ** 2 time is to be beaten in two ways." (Chap. XLVI., Par. 2.) We will now proceed to 
the practice of the aeeand metliod. 

b. Make several succesdons of four beats (down, lefi;^ right, up ; as usual in (y time), saying, 
Do, Re^ Miy Fa^ a syllable to each beat. [To he doneJ\ 

Considering each succession as a bar of 4 time, each 

will be worth a qua/oer. The last passage will be ^* 

written thus : — 


WW^ 


The eUus will now retuim to Chap. XLVI., and praotke the preparatory exerdaes on semiquavers, 
and the song ** Oh lightly," making four beats in a bar. The movement both qf exercises and 
song tpiU, ofeourse^ be considerably slower than before. 

After the preparatory exercises have been read, the Teacher will direct attention to ihe fact that they 
consist cfihe same notes as Exercises 1, 2, 5, 6, on quavers, in Chap. XV. 

3. A bar of \ time (worth a o ), and a bar of Q, time (worth a <d)^ though 
different in form, are alike in effect. As the ^ of the former is to the c^ 

of the latter, so are the J > J^ and J\ of the former^ to the ol > J ^ ^^^ • 

of the latter. 

[Vocal 


Chap. XLVIII.l 


SIXTHS. 


1^3 


KTRIE ELEEISON. 


No. 2 Andantino. 


Composed by John Huuiah. 



Lord, have mer - cy up - on us, and in - dine our liearts to keep this law. 



^J^lJji^/H^^J^^i'^Th 


Lord, have mer - cy up - on us, and in - cUne our hearts to keep this law. 



r^^^-^trt 


Lord, have mer - cy up - on us, and in - dine our hearts to keep this law. 


AFTER THE TENTH COMMANDMENT. 


Andantino. 



»^M^^g^ 


Adagio. 



v^ 


Lord, have mer - cy up - on us, and write all these Thy laws in our hearts, we be - seech Thee 


Adagio. 



vi^ 


Lord, have mer - cy up - on us, and write all these Thy laws in our hearts, we be - seech Thee* 


Adagio. 



Lord, have mer - cy up -on us, and write all these Thy laws in our hearts, we be - seech Thee. 


6&AJfMAR.3 
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SIXTHS. 


SOLFEGGIO. 


[Chap. XLVIII. 


Composed by Dubante. 


No. 3 


Moderato. 







, 1 1 WT 


TJ 


r3 




m^ 



i^::^ ! j^ 



[Vocal 


Chap. XLVIII.l 
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EXAMINATION ON CHAPTER XLVIII. 


Q. How is 8 time to be beaten ?---4. With three 
beats in a bar. 

What is the value of eack beat ? — A quaver. 

How many beats will there be to a crotchet in § 
time?— Two. 

To a ootted crotchet ? — Three. 

How many semiquayers will there be to each beat? 
—Two. 


Beat a bar containing six semiquavers. — [To h9 
done, and similar exercises, ad lib.] 

When four beats are made in a bar of ? time, 
what is the value of each ? — A quaver. 

Bear a bar of | time, containing a crotchet and 

two quavers. — [7V» be done, anc^nrnt/ar exercises , ad 
Ub.j 


Graiiimar.~| 
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[Chap. XLIX. 


Chapter XLIX« SEYENTHS'-resumed. 
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%i^ 


9^ 



*^ 


fe 


h 


I* 


1^ 


12E 


The Teacher wiUewmine the eUut on the interval of the Seventh, — {See Chap. XXI.) 

1. A MINOR seventh may become major^ or ^ major seventh minor^ by placing 
a sharp or flat before one of the notes composing it. 
fig. 2 fig. 3 



-©- 


* 


^ 


^^ 


n: 


iR- 


JZL 


MuKV Seyenth. M^or Serenths. ^^ M^j(nr Seventh. Minor Sevenths. 

a. Let us examine the examples of sevenths at the head of this Chapter.— [To be done."] • 
The Teacher will then tou^ on his hand the following or any tmUar patsageefor (he eUus to Bol-fa, 

o o o 



• • 


-s— •- 


• • 


• • • 


• •- 


• • 


o 


o 


o> 


fj^ ^ ' - '^'J^ 


o 


i 


* 


• • 


THE LABOURER'S SLEEP. 

In Three Parts, with No. 1 (5'MrfA#), Chap. XLVIIL, and No. 2 {Octaves), Chap. L. 
Uq^ 1 J) _J. r ., J. Pi Jl Composed by John Scotland. 


S 


Lic n i r g i . 


Light-ly tread, the sleep of toil, Dreams nor spec - tnJ vi - gils 


J ; -i- 



£ 


i 


i 


S 


spoil: Calm-ly aa the moon-beams &11 On his -lone-ly cot-tage wall, 


= ~*~y^^^ H * * =i 


^^ 


LuU'd by brooks that mnr-mur near. Sleeps the la.b'rer;on his ear 


I 




Na-ture's mu - sic through the trees Trembles from the mid-night breeze. 

[Vocal 


Chap. XLIX. \ 
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ROUND. 


Composed by Dr. Hayes. 


Andantino. 



3 


Hail, Eng - Ush 


yew, 


that throVst thy so - lemn 


LV r ^ J-j \ ±^ 

^ Sweet i - vy, clam 


m 


^m 



ift 


ir 


^ 


X3 


ber o'er tiie stone, and 


A - mong thy 


leaves 


the names of sires we 



shade 


Up . on the tombs where English hinds are laid; 



^ N -fh A, 



twine Vnth wild hedge ros - es and the cot-tage vine; 



if^ 


^^ 


^ 


5 


X± 


r±i 


read. Whose mem' - ry lives in many an honest deed. 


TRIPLETS. 

2. Three notes performed in the same time as two of the same shape^ — 

as Q£j '^^ ^c time of 1 I , or | | | in the time of J J^ form what is called 
a triplet. A triplet has^ generally^ over or under it a figure of 3. 

Totuik one aS (he eMimpUt below. 

b. The lower line of Exercise 1 consists entirely of triplets, I will read the two lines in 
succession, making two beats (at the same pace) in each bar ; you will observe, that each three 
notes (triplet) in the lower line, takes the same time as each two in the upper line. 


To be done. 


Ex.1 



Gbamhar.'] 


N 
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SEVENTHS. 


[Chap. XLIX. 


c. Let us read in time Ex. 2. — [To be done.'] 
^•2 AUegro. 3 3 


8 3 



3. A bar of | time, containing two triplets, has precisely the same effect as a 


bar of I time. 


SOLFEGGIO FOR THE PRACTICE OF TRIPLETS. 


No. 3 This Solfeggio is a variaHon o/No. 2, Chap. XXXIII. 
Allegro. 

Ist 
Part. 


2nd 
Part. 


Composed by Wilhem. 




5 


^ 


^ 


^^ 




LVOCAI, 


ChAp. XLIX.] 


SEVENTHS. 
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Rallentando. 


e 


Diminuendo, 



Rallentando 


Dimimiendo, 



EXAMINATION ON CHAPTER XLIX. 


Q, How is a minor seventh to be made major ? — 
A, By putting a sharp before the upper note, or a 
flat before the lower. 

How is a major seventh to be made minor ? — By 
putting a flat before the upper note, or a sharp be- 
fore the lower. 

What sort of seventh is that between Do and ^t 9 
^-Major. 

What is the minor seventh above Do$ — Si flat. 


What is the minor seventh below Si fl ?— -/>o 
sharp. [Similar questions to be continuedy ad lib.] 

What is a triplet ? — A group of three notes to be 
sung in the time of two of the same kind. 

Beat a bar of I time containing two triplets.— [7b 
be done,] 

Beat a bar containing a crotchet and a triplet. — 
[To be done,] 

Beat a bar containing two quavers and a triplet 
— [To be done, and iimiiar exercises, ad lib.] 


Grahmab.^ 
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[Chap. L,' 


Chapter L. OCTAYES'-resumed. 

Prepare Large Sheet No. 14. 

Btfore eommenemg ihe Hvdy t^ Ait Chapter^ the Teacher will examine ihe Clau on the interval of the 

Octave. (See Chap. XXXII.) 

I. There is but one kind of octave in the diatonic scale. (See Chap. XXIII.) 
When one of the notes forming an octave is preceded by a sharp or flat, the 
interval is chromatic. 

a. Chromatic intervals will form the suhject of fdtnre consideratioii. 

The Teacher will touch on hit hand the following or any eimilar pattagetfor the elaet to tol-fa. 


/I • • • - 

V . • 1 

' • , 

i_ 

A • m • I 

• t • 

ti 

m^ .1 


Iz 

\s\) , • • 1 

• • , 

t 

U ^ ^ -^ 

• -^ -^ 



o 


/Tn 



± 


:|^ 


■«-•- 


4 5 6 

Fa. Sol. La 


2. The song No. 1 is in § time : | time may be beaten in two ways. If the 
movement be slow, six beats are to be made in each bar; if quick, only two. 
{See Chap. XLVIL) 

h. We will proceed now to the practice of the Hcond method. 

e. make several successions of two beats in the direction of this figure, one 
down and one up ; saying, Onc^ TwOy Threes to the first (the down) beat^ and 
Fcfur^ Iwe, SiXy to the second (the up) beat. 

[To be done.] 

d. Now again ; saying, 2>o, Re^ Mi; JFb, M, La. 

[Tobedone.\ 

The Clate will now return to Chap. XLYII. and practite the preparatory exereitetf and the tony, 
^ come ye," making two beatt in a bar. The movement both of the exerdtet and tong will of 
courte be contiderably quicker than btfore. 


? 


S? 


12 3 
Do. Be. Mi. 


No. 1 Score. 

tAndantino 


1st 
Part. 


HARVEST HOME. 


Old English Melody. 


mjtrrrj^^' ^ ^'1 J J^ t-t^ 


1 The bar - vest moon is in the sky, The West seems all on 

2 The barn is fall, the feast is spread, The squire and hind are 



^^ 


2nd 
Part. 


The har - yest moon is in the sky, The West seems all on 
The bam is full, the feast is spread. The squire and hind are 


^ 


3rd 
Part. 



f -^ .J r J r 

gzt-glr p r ^-H^^=?F 


The har • yest moon is in the 
The bam is foil, the feast is 


sky. The West seems all on 
spread. The squire and hind are 

[Vocal 


Chaf. L.^ 


.OCTAVES. 
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fire, on fire, The com shall all be housed and dry Be - fore the light ex- 
there> are tiiere, And bare is many an an • bom head, And bare the tbdn gray 



fire, on fire. The com shall all be housed and dry Be • fore the light ex- 
there, are there, And bare is many an au - bum head. And bare the tfain gray 


'1 r g P I r P r P I r P f=^ 



fire, on fire, The com shall all be housed and dry Be - fore the light ex- 
there, are there, And bare is many an au - bum head, And bare the thin gray 



^m=^=^^-f^ 


pire, ex-pire;From ev' - ry field the wa - gons come With sheaves piled fiist and 
ludr, gray hair: Great God! they say, whose har - vests come Thy chil - dren here to 



1^^ 



pire, ex -pire; From ev' - ry field the wa • gons come With sheaves piled fast and 
hair, gray hair: Great God! they say, whose har - vests come Thy chil - dren here to 





^ 


sf-g r PI r p r p 



pire, ex - pire ; From ev' - ry field the wa - gons come With sheaves piled fast and 
hair, gray hair: Great God! they say, whose har - vests come Thy chil - dren here to 



nm^ 



high. The reap -ers shout the harvest home. The har-vest home, we cry, we cry. 
feed, Oh, bring us to that harvest home. Where we shall ne - ver need ! not need ! 



^Mi ^ 


high. The reap - ers shout the harvest home, The har-vest home, we cry, we cry. 
feed. Oh, bring us to that harvest home. Where we shall ne - ver need not need ! 


211:5 


g^iffg^nrj i ^ 



high. The reap - ers shout the harvest home. The har-vest home, we cry, we cry. 
feed. Oh, bring us to that harvest home,Where we shall ne - ver need ! not need ! 

3 4 


The moon beams like a lamp on high 

Before the great bam door, 
And by her light the song they ply 

Upon the ihresher^a floor: 
'* Labour hath a sweet reward 

In healtib, and strength, and sleep. 
Which oft forsake the mightiest lord, 

With lowly hinds to keep/' 


Let every man that housed the com 

Pour out the nut-brown aie. 
And pledge on high from each full horn 

The sickle and the flail. 
The arms the standing com that reap 

May be their countiy's shield. 
From foes their island home to keep 

Upon the battlefield. 
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OCTAVES. 


[Chap. L. 


THE LABOURER'S SLEEP. 


Composed by John Scotland. 


No. 2 Score. No. 1 (Surtht), Chap. XLVIII. 


l8t 

Part. 



2nd 
Part. 


3rd 
Part. 


Light - \y tread! the sleep of toil, Dreams nor spec - tral 
No. 2 (Oeiunet), preieni Lesson, 


^-^ Light -ly tread! the sleep of toil, 


Dreams nor spec - tral 


. No 1 {Sevenths)^ Chap. XLIX. 




- Ji.iw-iijJir-ii 


^^ 


Light - ly tread! the sleep of toil. Dreams nor spec - tral 


„ Ores. p 

| |';ij | j'' i frJ- i [:rJ- | [jnr> | i 


% 


VI 



t 


gils spoil: Calm -'ly as the moonbeams &11 

Ores. 


On his 

P 


^ 


^ 


TTE'*' 


m 


yi - ffHa spoil: Calm - ly as the moonbeams £eJ1 On his 


^ ^ 


F^ 


yi - gils spoil: Calm - ly as the moonbeams fivll 


On his 



lone - ly cot - tage wall. 


W- 


'^ l ^^ l iUl 


lone - ly cot - tage wall, Lull'd by brooks that mur - mur near. 


o.^r r . Mn-r^^ ^ 


E 


^S 


lone - ly cot - tage wall, liull'd by brooks that mur - mur near, 

[Vocal 


Chap. L.J 
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Sleeps the la - b'rer; on his 


ear 


Na - tiire's mu - sic 


m 



through the trees 



I 


m 


^ 


Trem - bles from the mid - night breeze. 


^ 


i^ 




through the trees Trem - bles from the mid - night breeze. 


p 


m 


tut 


t 


through the 


No. 3 Allegro Moderato. 


trees Trem - bles from the mid - night breeze. 


THE MILLER'S ROUND. 




T± 


^r 


Compo sed b y Nabes. 


^^ 


r3 


At the har - yest home bid the plough good speed; - - 



^^ 


TJi 


-Or 


in 


TZt 


^ 


€k>d bless the reap - er with 


his 


sheaye, 



9- 


m. 


xl 


m 


1=5 


"^ 


I 


Ho! 


Say you so ; 


The 



-Oi 


s 


^ 


in 


3:^ 


£ 


-©» 


3ZE 


Hey for the man that scat - ters the 



ig 


-©r 


Or 


seed. 


^ 


in 


^ 


3=? 



O may the thresh -er ne ------ ver 


gneve. 


^m 


M^-'^irrn-f 


3Zt 


212 


1 


Gbammar."] 


corn will make the mill to go, The com will make the mill to go. 
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OCTAVES. 


|_Cbap. L. 


LEAVING PORT. 


No. 4 


Ist 
Part. 


2nd 
Part. 



Moderato. 


Oomposed by Wilhem. 


'^-^rii.>rt;4 

1 Up heare! tne an chords weieh 


Up 

2 What hoi the shoals are 


ight, 
nigh, 


^^ 


the an - chords 
the shoals are 



i 


I 


, N S ^ 


Up heaye! 
What ho! 


the an - chords weight, 
the shoals are nigh. 



3rd 
Part. 


1 ^ ^ ^ 


Up heare ! 
What ho! 


^ 


f== 


the an - chor's weight, 
the shoals are nigh. 



weight, Bywhioh the good ship rides; Up heave! she hath her freight, she hath her 

nigh. The mists are gathered round; Look out, and list on high, and list on 



By which the good ship rides; 
The mists are ga-ther'd round; 


Upheave! 
Look out ! 


she hath her freight, 
and list on high 




By which the good ship rides; 
The mists are ga- ther'd round ; 


Up heave ! 
Look out ! 


she hath her freight, 
and list on high 
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freight. And fair are winds and tides. What see'st thou now, main-top - mast 
high For ei - ther sight or sound. Can'st see or hear, main-top - mast 



And fair are winds and tides. 
For ei - ther sight or sound. 


And fair are winds and tides. 
For ei • ther sight or sound. 


What see'st thou 
Oan'st see or 



What see'st thou 
Can'st see or 
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XU 
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boy? I see the fog-bank on the sea. Heave a - way! heave 

boy? Lookout! a ves-sel may be near. Ship a - hoy! ship 



now? I see the fog-bank on the sea. Heave a -way! heave a-way! heave a> 
hear? Lookout! a ves-sel may be near. Ship a -hoy! ship a-hoy! ship a- 



now? I see the fog-bank on the sea. Heave a -way! heave a-way! heave a- 
hear? Lookout! a ves-sel may be near. Ship a-hoy! ship a-hoy! ship a- 



&t 


3^ 


^ 


-^ 


way! 
hoy! 


heave 
ship 


a 
a 


way! 
hoy! 


heave 
ship 


a 

a 


way! 
hoy! 


The 
Ring, 



way ! heave a-way ! heave a - way ! heave a-way ! heave a - way ! heave a-way ! The 
hoy! ship a-hoy! ship a-hoy! ship a-hoy! ship a-hoy! ship a-hoy! Ring, 



^ MJ J-.JJ J^ 



way! heave a-way! heave a-way! heave a-way! heave a- way! heave a-way! The 
hoy! ship a-hoy! ship a-hoy! ship a-hoy! ship a-hoy! ship a-hoy! Ring, 



^ 


^ 


^m 


rs 


m 


an - chor soon on deck shall be, on deck, on deck shall be. 
ring the a - larm, that she may hear, that she, that she may hear. 



r r i r-g ^ ri-^-^ 
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< > ■ 


an - chor soon on deck shall be, on deck, on deck shall be. 
ring the a - larm, that she may hear, that she, that she may hear. 



an - chor soon on deck shall be, on deck, on deck shall bo. 
ring the a - larm, that she may hear, that she, that she may hear. 
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[Chap. L. 


EXAMINATION ON CHAPTER L. 


How many kinds of oetavoi an there in the dia- 
tonic scale? — Only one. 

Of what number of tones and semitones does it 
consist ? — Of five tones and two semitones. 

How is g time to be beaten when the movement 

is quick ? — With two beats in a bar, one down, and 
one up. 

What will each beat be worth in this ease ?— A 
dotted crotchet; or a crotchet and a quaver; or 
three quavers. 

In what scale is No. 1 of this Chapter ? — In Jie. 

In what scale is No. 2 ?— In Fa. 

In what other scale might it be, judging from the 
signature only? — In Be minor. 

How do you know it is not in lU minor ? — Because 
there ia no Do jj^ near the beginning or end, or indeed 
in the piece at all; and because all three parts begin 
and end with notes of the chord of Fit, 

In what Hme is No. 2 ?— In simple triple tima 

How many beats do you make in each bar of this 
time ?— Three. 

What is the value of each beat in No. 2?— A 
quaver. 

In what scale is No. 3 ?— In Fa, 

In what time is it ? — In alia breve time ; excepting 


the last four bars of the third line, which are in com- 
pound conunon time of six crotchets in a bar. 

How many beats did we make in each of these 
four bars ?— Two. 

What was the worth of each beat ?~ Three 
crotchets ; or a minim and a crotchet ; or a dotted 
minim. 

Could we beat a bar of ^ time in any other way ? 
— Yes; with six beats. 

What would be the worth of each beat in that 
case ? — A crotchet. 


Is the interval be- 
tween these two notes 



fe 


XJl 


a diatonic interval ? — ^No ; a chromatic interval 

Have jTOu ever studied or practised any chromatie 
intervals? — Yes, one; the chromatic semitone. 

What is a chromatic semitone? — ^The interval 
between any given note, and that same note raised 
by a sharp or lowered by a flat. 

Give an example. — From Do to Do jj^ is a chro- 
matie semitone ; or from RetoRe\); or from Soljj^ 
to6b/Q. 


END OF THE FIRiST COURSE. 
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APPENDIX. 


THE DO CLEF. 


The power of singing music written in the Do clef, in one or other of its 
positions, is necessary to every singer. The use of the Do clef among composers 
of classical music, whether Foreign or English, is universal, and the many 
attempts made to supersede it have been hitherto without success. 

Music printed otherwise than in the proper clefs is always imbecoming to 
the eye of a musician, and, what is of much more importance, difficult to print or 
write, and to read. Worse than all, there is constant danger of the intentions of 
the composer being frustrated by incorrect performance of his music. 

The usual mode of avoiding the use of the Do clef is to write the Alto or 
Tenor voice parts an octave higher than they are intended to be sung; the result 
being often that they are sung as they are vrritten, whereby the leading melody 
(if there be one) becomes an inner part ; and the harmony, perhaps constructed 
with the utmost skill and taste, is by inversion of the parts made to violate all 
the principles of musical composition. For example ; the following Kyrie is a 
beautiful specimen of English Ecclesiastical Music. 

KYRIE ELEEISON. 


No. 1 


Composed by Tallis. 



mr 
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r2 
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X3 
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TJ 


x^ 


Lord, hare mer - cy up - on - us, and in - clino our hearts to keep' 



this law. 
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lor. 
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Q Q 
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Lord, have mer - cy up * on us, and in . dine our hearts to keep this law. 
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i 
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Q Q 


13 
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Q O 
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US 
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T^-ri 
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Lord, have mer - cy up - on us, and in - dine our hearts to keep this law. 


^ 


I 


^ 


-^ 


T-J" 


3 


-o- 


Z 


zzii 


xl 
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Lord, have mer - cy up - on 
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us, and in - dine our hearts to keep this law. 
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With the Alto and Tenor parts on the Treble stave^ it would appear thus: — 


No. 2 



w 


I o.l i 



f > f W 1 
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¥W> ti 


■et 


^m 
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i 


s 


TTT 


m 
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-o^ 


13 


C? ( >" 


-O 


3ZZ 
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cr 


^ 


nfr-7 


3 
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s 


It 


^ 


^ i €i 


HE 


X3 


3ZE 


TDf 


Gh-G^ 


Allowing, for a moment^ the possibility of such a composition being 
attempted, or ever sung correctly, by persons incapable of the very small amount 
of application necessary for the study of any clef, it would in all likelihood be 
sung as written; and, not to speak of the Alto becoming the upper part, in the 
third bar* (the effect of which, as designed by the composer, is exquisitely beau- 
tiful,) the most flagrant violations of musical propriety would occur. 

This will be better understood by compressing the two scores, each mto two 
li nes. 


No. 3 (Repetition of No. 1.) 
1 2 

+ 



KYRIE. 

3 


As composed by Tallis. 
5 
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xy 
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xy 
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Lord, have mer- cy up - on us, and in - cline our hearts to keep this law 


/x, 1 O. 0[ 
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TH 
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HI 


313 


313 


HL 
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' Lord, have mer-cy up - on us, 


xy 

and in - cline our hearts to keep this law. 


No. 4 (Repetition of No. 2.) 
1 2 
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U8, and in • dine ourhc 
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33 
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Lord, haye mer-cy up - on us, and in * cline our hearts to keep 


T" this law. 
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33 
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o*J cdIoI I ^^ ^ ^ 


Lord, have mer-cy up - on us, and in - cline our hearts to keep this law. 

The Teacher should pcint out the consecutive fifths in Bar 4, and those between Bars 3 and 4 jiro- 
dftced by the crossing qf the parts even in the original, bttt made more prominent by inversion, 
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Sometimes another description of inversion occurs in musical performance^ 
arising, however^ from the same cause^ the desuetude of the proper clefs ; the 
Melody is sung an octave lower than tvritten, and the Bass at its proper pitch. 
In this case the Melody is generally below the Bass*. 

In the foregoing work the necessity for providing for the practice of every 
kind of voice in the same class, has necessitated the use of the Sol clef almost 
entirely. But it is a striking feature in the construction of the pieces, that even 
if the higher parts be sung an octave lower than they are written, or the lower 
parts an octave higher, no inversion injurious to the effect will be produced. 

The staves most necessary to be studied after the Treble and Bass are, for 
women, the Soprano and Alto ; and for men, the Alto, and Tenor. 

In the first study of the Alto, Tenor, or any other new stave, everything 

depends on considering it as a part of the great stave of eleven lines, in Chap. 

XLIII. For example, a glance at the great stave will show that the 4th and 5th 

lines of the Alto stave are the 1st and 2nd of the Treble stave ; that the 1st and 

2nd lines of the Alto are the 4th and 5th of the Bass ; and that the 3rd line of 

the Alto is the dotted line of the great stave, which connects the Treble and Bass 

together. 

fig.l 
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-^ 



w 


^ 


-^ 


-^ 


■^ 


^ 


^ 


-^ 


^ 


Do, 


Fa, La, Do, Mi, Sol. 


Again; the 5th line of the Tenor stave is the 1st of the Treble; the 1st, 
2nd, and 3rd lines of the Tenor are the 3rd, 4th, and 5th of the Bass; and the 
4th line of the Tenor is the dotted line of the great stave, 
fig. 2 


i 


-^ 



m 


-^ 


-^ 




-^ 


-^ 


Do, 


Re, Fr, La, Do, Mi. 


Separate exercises are not necessary for the practice of the Alto, Tenor, or 
any unaccustomed stave ; inasmuch as we may change the clef and alter the sig- 
nature of any piece of music, as in the following trio ; the Bass (i. ^., the lowest 
part) of which is a Major Scale. It may be sung in Do by using the Treble clef; 
in Re, by using the Alto clef; in Sib by using the Tenor clef; and in Mi by 
using the Bass clef. 

* The reader, perhaps not much used to amateur performanoe of concerted mane, may incline to consider these 
cases extreme or exaggerated. The writer may he permitted to support his position hj a &ct. He once heard the 
Finale to one of Mozart's Operas sung entirely by female voices! There are (hesides three Soprano parts), a Tenor 
part, and three Basses, idl of which were printed in the Trehle clef. The writer remembers being requested by the 
person officiating as oonductcnr, to add to the harmony by singing the Tenor, which, in such a case, would have been 
for the most part below the Basses. The rehearsals for tins, in ereiy way astonishing performance, had, he was xoXSl, 
occupied several months, the parts haying been learnt by ear, by being played on the piano-forte. 
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FOR THE PRACTICE OF THE ALTO STAVE. 


The 1st Part of No. 2, Chap. XXXIII 


The 1st Part of No. 4, Chap. XXXIV 


No. 2, Chap. XXXVII. 


No. 2, Chap. XXXVIII 


No. 3, Chap. XXXVIII 


No. If Chap. XXXII.j clef and signature thus: 


tffitf 


It* 

• • • • • . . — ■ .Jii ! , 


• •• •• t* •.^. ■ ■ 


m 


And any others, of which the notes are not too low on the stave to be sung 
conveniently by women's voices. 


FOB THE PRACTICE OF THE TENOR STAVE. 


No. 3, Chap. XXIX., def and signature thus 


m 


^ 


No. 1, Chap. XXXIl. 


No. 4, Chap. XXXII. 


i 


No. 2, Chap. XXXIV. 


H 


^■ 


No. 5, Chap. XXXV. 


-■-■— 'ji 

■tH+lir- 


No. 4, Chap. XXXVIII. 


I 


And any others, of which the notes are not too low on the stave to be sung 
conveniently, so transposed. 
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The aversion felt by many amateu]:s to the use of the Do clef proceeds 
for the most part from their not understanding its use and principle. The 
difficulty in the practice of it proceeds almost entirely from the vicious custom 
(adopted even by some teachers) of considering notes on the Alto or Tenor stave 
as written a note higher or lower than they are to be sung. If this notion^ utterly 
wrong in theory, and most perplexing in practice^ be once entertained by a pupil^ 
the teacher will find it very difficult to explain the ancient and beautiful 
theory of the stave developed in Chap. XLIII. Properly studied, all clefs are 
equally easy to sing or play from, and the many attempts to abolish them have 
been resisted by all great musical theorists ; as tending, for the sake of saving a 
very little trouble to the student, to make music a mass of confusion, by corrupt- 
ing and destroying the integrity of the stave, which, of whatever improvements it 
may be capable — ^and, indeed, they are very questionable — is the growth of centu- 
ries, and has become a universal language. 
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LINSON, M. A. New Edition. With many Illustrations, is. 6d, 

RECREATIONS in GEOLOGY; with an Introductory Discourse 

on the Nature and Advantages of the Science, and a Copious GLOSSARY. 
By MISS R. M. ZOBNLIN. Many Wood-Cuts. Second Edition. 4«. ed. 

RECREATIONS in CHEMISTRY. By THOMAS GRIFFITHS^ 

Chemical Lecturer to St. Bartholomew's Hospital. With numerous Wood-Cuts. 
POPULAR PHYSIOLOGY; being a familiar Explanation of the 

most interesting Facts connected with the Structure and Functions of Animals, and 
particularly of Man; adapted for general Readers. By PERCEVAL B. LORD 
M.B. With numerous Engravings. Second Edition. 7a. 6d. 

LECTURES on ASTRONOMY, delivered at KING'S COLLEGE, 

London, by PROFESSOR MOSELEY, M.A., F.R.S. With numerous Hlustra- 
tions. ba. &d. ; also 

MECHANICS- APPLIED TO THE ARTS. By the same 
Author. New and improved Elditioiu With nnmerous Engravings. 6t. Sd. 


VL MATHEMATICS. 


THE ELEMENTS OF ALGEBRA, chiefly intended for Schools, 
and the Junior Classes in Colleges. By the Rev. T. G. HALL, M.A., Professor of 
Mathematics in King*s College, London. 6^. 6d. 

THE ELEMENTS OF DESCRIPTIVE GEOMETRY, chiefly 

intended for Students in Engineering. By the Same. 6s. 6d. 

THE FIGURES OF EUCLID; with Questions, and a Praxis of 
Geometrical Exercises. By the Bev. J. EDWARDS, MA., King's College. 3s. 

A COMPANION to EUCLID; being a Help to the Understanding 

and Remembering of the First Four Books : with a set of Improved Figures, and 
an Original Demonstration of the Proposition called the Twelfth Axiom, it. 

THE MECHANICAL EUCLID. By the Rev. WILLIAM 

WHEWELL, B.D., Master of Trm. ColL, Cambridge. Third Edition. 6*. Sd. 

AN ELEMENTARY TREATISE on the DIFFERENTIAL 

and INTEGRAL CALCULUS and the CALCULUS of VARIATIONS. By the 
same Author. Third Edition, Improved. 12«. 6d. 

DYNAMICS, or A TREATISE on MOTION. By SAMUEL 

EARNSHAW, M.A., of St. John's College, Cambridge. Octavo, Us. 


6 SELECT BOOKS PUBUSHED BY 

VI L FREN CH. 

LE TELLIER'S FRENCH GRAMMAR, translated and practically 

adapted for English teaching. By J. F. WATTEZ, French Master, King's College, 
London. 4«. 

LIVRE DE CLASSE ; with ENGLISH NOTES, by the late PRO- 

FESSOB VENTOUILLAC. New Edition, revised by J. F. WATTEZ. bt. 

PRACTICAL EXERCISES on FRENCH PHRASEOLOGY; with 

a copions Lexicon of IDIOMATIC VERB& By PBOFESSOB BBASSEUB, 
King's College, London ; and of the Charter House. 3«. 6dL 

VENTOUILLAC'S RUDIMENTS of the FRENCH LANGUAGE; 

or, FIRST FRENCH READING-BOOK. 28. 6rf. 

FRENCH POETRY ; with ENGLISH NOTES, by the late PRO- 
FESSOR VENTOUILLAC. New Edition with additions. 2«. 

LE BOUQUET LITTERAIRE. Recueil de Beautes Religienses et 

Morales, de divera Auteurs. Par Feu L. T. YENTOUILLAC. 3f. 6dL 

THE FRENCH SCHOOL CLASSICS. Edited and Abridged by 

MARIN DE LA VOYE, French Master in the East India College at Addiscombe. 
WuLB the neooooity of introducing the best standard Frendi -works into our schoolB and families is imiyer- 
nlly acknowledged, serious doubts are entertained as to the propriety of placing the writings of some among 
the French authors in the hands of Christian youth. In order to remove all difficulties on this subject, the 
Editor has been induced to undertake a careful Abridgment of such works as are in most general use ; and 
he has made it his object to extract from the original every sentence respecting which Christian parents 
or teachers can have the least difference of opinion. 

A purified text of the best French Classical Works is, thwefore, now offered for the use of young persons 
of both sexes, in a state which, it is trusted, will be found altogether unobjectionable. These editions have, 
further, the advantage, not only of presenting the respective narratives in a more condensed and unencum- 
bered form, but also of bringing the several works into a much smaller compass. The Editor is aware that 
differences of opinion may exist on the latter point, but it is his conviction, founded on extensive experience, 
that for the purpose of arguiring a proper acquaintance with the best French litenture, young persons 
should be furnished with as much variety as possible. 


I.— TELEMAQUE, par Fenzlok. 2«. M. 
II.-.V0YAGE8 DE CYRUS. 2*. 
IIL— BELISAIRE. U. Cd. 


IV.— PIERRE LE GRAND. 2s. 
v.— CHARLES XIL 2*. 
VL— GIL BLAS. 4*. 


VIII. GERMAN. 


GERMAN GRAMMAR, with a copious Appendix, including a 

Dictionary of Frefizes and Affixes. 6s. 

II. GERMAN EXERCISES, with Copies of German Handwriting, 
and numerous Notes. Fifth Edition, bs. 6d, 

III. GERMAN EXAMPLES; a KEY to the Exercises. Third 

Edition. St. 

IV. GERMAN READER; a Selection from the most Popular 

Writers, with TransUitions and Notes. Third Edition. 6a. 

*^* TheeeFour Toliunee an peooUArljr adapted for Sxur-TmTioir, where a oompetent master qannot 
be procoTed. They fonn a regular flystem, of which the Grarnxnar is the centre, and are intended to teach 
th9 writing asid speaking, aMweilaMihe reading of the language, in lesBons of an easy gradation. 

V. GERMAN HISTORICAL ANTHOLOGY; a Sequel to the 

Reader. Is. 

VI. GERMAN POETRY for Beginners, with Notes. 4*. 

VII. GERMAN POETICAL ANTHOLOGY, with a concise His- 
tory of German Poetry. Third Edition. Is. 

By ADOLPHUS BERN A YS^ Phil. Doc ; Professor of the German Language and 

Literature in King's College, London. 


JOHN W. PARKER, WEST STRAND, LONDON. 

IX. LATIN. 


LATIN EXERCISES for the Junior Classes of King's College 
School By the Rev. Dr. MAJOR, Head Master. Third Edition. 2«. ftf. 

LATIN EXERCISES for MIDDLE FORMS in SCHOOLS. By 

the Rev. J. EDWARDS, M.A., Second Master of King's College SchooL 4s. 

PROGRESSIVE EXERCISES in LATIN LYRICS. By the Same. 

Second Edition. 3«. 

PROGRESSIVE EXERCISES IN LATIN ELEGIACS AND 

HEROICS. By the Same. 3«. 

THE CATILINE of SALLUST; with Anthonys Notes. Edited 

by the Same. 2a, 6d, 

THE JUGURTHAof SALLUST; with Anthonys Notes. Edited 

by the Same. 2s. 6d. 

SELECT EPISTLES of CICERO and PLINY; with English 

Notes. By the Same. 4<. 

SELECT ORATIONS of CICERO; with English Notes, Critical 

and Historical. By a Master in King's College SchooL 2«. 6d. 

LATIN SELECTIONS: CORNELIUS NEPOS, PHiEDRUS, 

and OVID'S METAMORPHOSES ; with an Historical and Geographical Outline, 
Rules of Syntax, a Vocabulary, &c. By T. S. C ARR, Master in King's ColL *Ss, Hd. 

CROCKER'S RULES and EXERCISES in the USE of the 

LATIN SUBJUNCTIVE MODE. 4$, 
THE KEY, for the Use of Teachers. 2«. 6d. 


X. GREEK. 

THE FIRST GREEK READER, from the German of JACOBS, 

with English Notes. By the Rev. J. EDWARDS, MA., Second Master of 
King's College School, London, and Classical Examiner of Christ's HospitaL 
Second Edition. 5«. 6(/. 

A SCHOOL GREEK TESTAMENT. 3*. Gd. 

EXCERPT A EX HERODOTO; with English Notes, by J. R. 

MAJOR, D.D., Head Master of King's College School. 4s, 6d. 

EXCERPTA EX XENOPHONTIS CYROPiEDIA, with a 

Vocabulary, and Notes. By Dr. MAJOR. 3s. Qd, 

XENOPHON'S ANABASIS of CYRUS. Books I. and II. Chiefly 
from the Text of Schneider : with English Notes, &c. By D. B. HICEIE, 
LL.D., Head Master of Hawkeshead Grammar SchooL S«. M. 

A SELECTION from the GREEK VERSES of SHREWSBURY 

SCHOOL; with a Short Account of the Iambic Metre and Style of Greek 
Tragedy, and Progressive Exercises in Greek Tragic Senarii. 8«. 

The CAMBRIDGE GREEK AND ENGLISH TESTAMENT; 

the Greek and the English being given in Parallel Columns on the same Page. New 
Edition, with marginal References. &. 6</. 

THE FROGS of ARISTOPHANES, with English Notes for 

Students. By the Rev. H. P. COOKESLEY. Is. 

THE SPEECHES OF DEMOSTHENES, against Aphobus and 

Onetor; translated, with Notes explanatory of the Athenian Laws and Institutions. 
By CHARLES RANN KENNEDY, M.A., Fellow of Trin. Coll., Camb. 9s. 


UNDER THE SANCTION OF THE COMMITTEE 
OF COUNCIL OF EDUCATION. 


A MANUAL FOR TEACHING 

MODEL-DRAWING from SOLID FORMS, the Models founded 

on those of M. Dupuis; combined with a POPULAR VIEW OF PERSPEC- 
TIViEI, and adapted to the Elementary Instraction of Glasses in Schools and Public 
Institutions^ as taught under the Sanction of the Committee of Council on Education. 

Octavo^ with Shaded Engravings of the Models, and numerous Wood Cuts. Ids, 

IL 
INSTRUCTIONS in DRAWING, for the Use of Elementary Schools 

Abridged from the foregoing '^ MANUAL.'* With numerous Illustrative Wood 
CutSy and Outline Figures of the Models. 3«. 

By BUTLER WILLIAMS, C.E., F.G.S., Director of the Drawing Classes at 
Exeter Hall; Professor of Geodesy in the College for Civil Engineers, 

and Author of " Practical Greodesy." 


WILHEWS METHOD OF TEACHING SINGING, ADAPTED 
TO ENGLISH USE BY JOHN HULLAH. 


The manual; Parts I. and IL, 
29, 6d. each; or the Two Parts bound 
together in cloth, 5«. 

The EXERCISES and FIGURES 
for the Use of Pupils. Three Books, 6d, 
each. 

HULLAH'S LARGE SHEETS, 

containing the Exercises and Figures in bold 
Characters on Sheets Three Feet Eight 
Inches long. Ten Parcels of Ten Sheets 
each (Nos. I. to X.; XL to XX.; XXL 
to XXX, &c.), price 78, 6d» per ParceL 

SINGING TABLETS for Elemen- 
tary Schools. Price, Sheets, lOs, ; Mounted 
on Millboard, 25«.; in Box, complete, 30«. 


A GRAMMAR of VOCAL 

MUSIC for the use of Public Schools and 
Classes of Adults. Royal octavo, 7«., 
bound. 

The Orammar af Vocal MuHc is, in its plan and 
general details, the same work as the Manual of 
Wtlhbm's Method of Teaching Singing; but 
the words of the Songs are for the most part 
different, and more particularly fitted for the 
use of Adult Glasses: considerable additions 
also have been made both to the theoretical 
and practical portions. 

ILLUSTRATIONS to HUL- 
LAH'S VOCAL GRAMMAR. (Size, 
Three Feet Eight by Two Feet Six.) 
The Set of Thirty, Price 40*. 


MULHAUSERS METHOD OF TEACHING WRTTING, 

ADAPTED TO ENGLISH USE. 


The MANUAL of WRITING, 
with Forty Model Plates, 28. Gd. 


WRITING MODELS, the Set, 
consisting of Forty Models, 28. &d. 


The WRITING BOOKS, ruled for the Method, (Nos. 1,2,3.) Perdozen, 2*.; perl00,16». 


London: JOHN W. PARKER, Publisher, West Strand; 

OF WHOM MAY ALSO BE HAD, 

MODELS and other MATERIALS for the Use of DRAWING, SINGING, 

and WRITING CLASSES. . 
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